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Uvod: 

estetika 
i javne 
inane lje 


ranzieijski period je pored devastirajucih socijalnih efekata 
obiljezen i cijelim nizom ideoloskih nesporazuma i kratkih 
spojeva. Polje umjetnicke i kulturne proizvodnje zbog 
specificnosti svoje konstitueije, unutarnjih dinamika i 
kriterija valorizacije je pogotovo intenzivno obiljezeno 
nesporazumima. Nakon sto je devedesetih kultura bila 
jedan od kljucnih resursa za formiranje mita o naeiji i 
sluzila kao sredstvo legitimaeije za svakojaka zvjerstva, a u 
posttudmanovskom periodu kroz imaginaeiju i invokaeiju kulturnih navika i 
ukusa zapadnjackih urbanih srednjih klasa bila u sluzbi legitimaeije mita 
postideoloskog drustva, u zadnjih nekoliko godina kroz djelovanja odredenih 
aktera i prvenstveno kroz fiskalne posljedice globalne krize polako dolazi do 
ciscenja terena i postavljanja kljucnih pitanja. Tematski broj Umjetnicki rad u 
doba stednje nastoji pruziti doprinos presudnoj raspravi. Kroz sabrane 
tekstove nastojalo se artikulirati tematske sklopove koji se cine 
nezaobilaznima u raspravama o umjetnickoj i kulturnoj proizvodnji - 
politicko stanje i ekonomska logika javnih finaneija odredeni tzv. mjerama 
stednje, konstituiranje autonomnog polja umjetnosti iz perspektive 
uspostave trzista najamnog rada, politicka funkeija kulture, odnos izmedu 
kulturnih politika s politikama visokog obrazovanja i mehanizmima 
funkeioniranja medijskog polja, umjetnicko tretiranje politicko-ekonomskih 
uvjeta reprodukeije i logika umjetnicke radne samoorganizaeije i metoda 
proizvodnje. 

Ocrtavanje navedenih sklopova sluzi kao ishodisni okvir za postavljanje 
sljedeceg pitanja - kako s obzirom na presudne razlike artikulirati borbu u 
kulturnom polju u istom lancu s borbama u zdravstvu, obrazovanju, 
prostornim politikama, tj. u borbi za obranu javnog dobra? Kako pitanja 
simbolickog kapitala, distinkeija ukusa i estetskih kriterija valorizacije 
artikulirati u politickim projektima vezanim za javne finaneije, institucionalne 
aranzmane i samoorganizaeiju umjetnickih radnih zajednica bez zapletanja u 
drustvene kontradikeije? Nadamo se da su materijalisticke analize u 
tekstovima koji slijede produktivan prvi korak. 
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Introduction: 

Aesthetics and 
Public Finances 


esides the devastating social effects, the period of 
\ transition has been marked by a whole series of 
) ideological misunderstandings and short circuits. 

_Owing to its specific constitution, inner dynamics, and 

evaluation criteria, the field of artistic and cultural 
] production has been particularly prone to such 
J misunderstandings. Following the 1990s, when culture 

_was among the key resources in shaping the national 

myth, serving as a means of legitimating all sorts of atrocities, and the post- 
Tudman period with its imagination and invocation of the cultural habits and 
tastes of Western urban middle classes, serving to legitimate the myth of a 
post-ideological society, in the past few years we have witnessed a gradual 
clearing of the ground and the formulation of crucial questions owing to the 
activity or certain agents and even more to the fiscal consequences of global 
crisis. The thematic issue called Artistic Labour in the Age of Austerity seeks to 
offer a contribution to this seminal debate. Our aim has been to articulate 
the thematic clusters that seem inevitable in discussions about artistic and 
cultural production through a collection of texts dealing with topics such as 
the state of politics and the economic logic of public finances as determined 
by the so-called austerity politics, the constitution of an autonomous art 
field from the perspective of establishing the market of wage labour, the 
political function of culture, the relationship between cultural policies of 
higher education and the operational mechanisms of the media, the artistic 
treatment of the conditions of reproduction in terms of political economy, 
and the logic of self-organization in artistic work, including its methods of 
production. 

Outlining these clusters has served as the starting point and framework 
from which we have asked the following questions: How can we articulate 
the struggle in the cultural field in the same chain with struggles around 
health and education, spatial policies, i.e. the defence of public good, 
regarding the crucial differences between these fields? How should we 
articulate the issues of symbolic capital, differences in taste, and the 
aesthetic criteria of evaluation in political projects linked to public finances, 
institutional arrangements, and self-organization of working communities in 
the art field, without becoming implicated in social contradictions? We hope 
that the materialistic analyses in the texts collected here are a productive 
first step in this quest for answers. 
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eurozone 

Mislav Zitko 


Blessed are the creditors, for they shall inherit 
the earth. 

— Martin Wolf, The Financial Times 

lobalna ekonomska kriza koja se iz Sjedinjenih 
Americkih Drzava prosirila na druge zemlje 
naprednog kapitalizma stvorila je uz goleme 
socijalne troskove i nezavidnu razinu smetenosti u 
redovima ekonomske i politicke elite. Proteklo 
razdoblje koje je trajalo gotovo tri desetljeca obiljezio 
je uspon financijskih aktivnosti u kombinaciji s 
ekonomskom i politickom konsolidacijom. Nakon 
turbulentnih sedamdesetih godina koje su donijele ukidanje monetarnog 
rezima dogovorenog u Bretton Woodsu, te posljedicnog trazenja novog 
regulacijskog okvira u uvjetima ekonomske i politicke nestabilnosti, stvoren je 
novi konsenzus o bitnim elementima koje je potrebno odrzati kako bi se 
proces kapitalisticke akumulacije odvijao nesmetano. lako su se neke odredbe 
odnosile iskljucivo na zemlje u razvoju, a neke su proizlazile iz problematike 
vezane za napredne kapitalisticke privrede, bilo je ocito da postoji zajednicka 
nit koja povezuje cijelu novostvorenu pripovijest u manje ili vise koherentnu 
cjelinu. Prije svega, vraceno je teorijsko povjerenje u trzisni mehanizam. 

Nakon razdoblja dominacije kejnzijanske ekonomike i razlicitih strategija 
makroekonomskog planiranja, ekonomisti na zapadnim sveucilistima nasli su 
nacina da pokazu kako su trzista ipakjedini izbor kad je rijec o ucinkovitom 
organiziranju privrede. Taj se pomak u ekonomskoj disciplini dogodio 
pravovremeno, naime upravo u trenutku kada su konzervativne snage u 
Sjedinjenim Drzavama i Ujedinjenom Kraljevstvu tvrdile isto: There Is No 
Alternative. Jos vaznije, ekonomsko-politicka dinamika podrzavala je 
spomenuti pogled - cinilo se kako sustav utemeljen na privatnom vlasnistvu i 
privatnoj inicijativi u kombinaciji s racionalnom ekonomskom politikom i 
izgradenim institucijama proizvodi ekonomski rast i stabilnost. Vrijeme Velike 
Depresije izgledalo je kao davna proslost koja se ne moze ponoviti buduci da 
su ekonomske i politicke elite naucile historijske lekcije, te su sada u stanju 
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upravljati tokovima kapitala bez pomoci kontrolnih mehanizama i 
ekonomskih planova. Produzeno mirnodopsko razdoblje koje nije odavalo 
postojanje strukturnih proturjecja jasno vidljivih nakon 2007. godine, donijelo 
je odredenu uspavanost u pogledu analize kapitalistickog nacina proizvodnje 
preko cijelog politickog spektra. Pojedini komentatori glasno su govorili o 
kraju povijesti - post festum je moguce red da je to bio samo prijevod 
hipoteze o kraju poslovnih ciklusa koju je uporno iznosio ortodoksni 
ekonomski diskurs. Nije stoga cudno sto se gotovo nitko nije bio spreman 
nositi s posljedicama krize koja je u kratkom periodu desetkovala financijski 
sektor, te bacila na koljena najrazvijenije privrede. 

U kosmaru i panici politicka se klasa u zemljama naprednog kapitalizma 
na trenutak vratila kejnzijanskoj politici drzavnog intervencionizma. Razlozi 
za to ne leze toliko u budenju iz ideolosko-dogmatskog drijemeza, koliko u 
potrebi da se posrnuli financijski sektor odrzi na zivotu. Suvremeni je 
kapitalizam kompleksni sustav u kojemu su razliciti ekonomski sektori 
medusobno povezani na nacin da se gubici u jednom nuzno prelijevaju u 
drugi sektor proporcionalno velicini i razgranatosti imovine i obveza. Nadalje, 
suvremeni kapitalizam predstavlja monetarni sustav proizvodnje, sto znaci da 
financijski sektor ima strukturnu ulogu usmjeravanja novcanih tokova 
potrebnih za odrzavanje odredene razine proizvodnje i pokretanje novih 
investicija. Imajuci to u vidu, mnogobrojne drzavne administracije u 
koordinaciji sa sredisnjim bankama nisu gubile vrijeme. Netom nakon 
potonuca nezanemarivog dijela americke financijske industrije, skrojeni su 
planovi spasavanja i stabilizacije teski vise bilijuna dolara uglavnom usmjereni 
na velike banke i osiguravajuca drustva. Medutim, nakon prisilnog drzavnog 
intervencionizma rivalski je diskurs o potrebnoj stednji, dosad poznat pod 
nazivom politike stednje (austerity politics) stupio na politicku scenu. Nema 
sumnje, pitanje fiskalne odgovornosti odnosno stvaranje pritiska na razlicita 
drzavna tijela i javne institucije u cilju usvajanja trzisnih obrazaca djelovanja 
bilo je prisutno od pocetka tzv. neoliberalnog razdoblja. Na europskom tlu, u 
sklopu procesa oblikovanja jedinstvenog monetarnog sustava ugovorom iz 
Maastrichta ovjerena su pravila igre postavljanjem pragova koje drzave 
clanice moraju postovati ako zele ubirati koristi nove valute. No, politike 
stednje koje su zadobile prominentno mjesto u javnom diskursu tijekom 
kriznog perioda sadrze nekoliko novih momenata koji povratno bacaju svjetlo 
na sam karakter krize. Ovdje cemo se usredotociti na europske drzave, iako su 
gotovo identicni politicki prerogativi prisutni i u SAD-u. 

Kao sto je dobro poznato, kljucne institucije Europske unije pojacane 
MMF-om odmah su priskocile u pomoc ugrozenim europskim bankama 
nakon sto se pokazalo da su poput svojih americkih pandana duboko 
upetljane u poslove vezane za strukturirane financijske proizvode (financijske 
derivate i sinteticke vrijednosne papire). Medutim, osim sto su bile zaposlene 
trgovanjem razlicitim, veoma cesto neprozirnim financijskim proizvodima, 
europske su banke takoder bile ukljucene u kupoprodaju drzavnog duga 
razlicitih zemalja unutar eurozone. To je ujedno tocka koja povezuje globalnu 
recesiju, krizu drzavnog duga unutar eurozone i snazan pritisak prema 
usvajanju politika stednje na institucionalnoj razini. 

Kriza kapitalistickog nacina proizvodnje razotkrila je strukturne slabosti 
eurozone kao krune ekonomsko-politickog projekta Europske unije. Te su 
slabosti na teorijskoj razini bile vidljive vec na samom pocetku, no tek ih je 
drustveni kaos uspio nametnuti kao probleme od primarne vaznosti. Mozemo 
se prisjetiti kako su mnogi ekonomski analiticari odmah nakon uvodenja eura 
kao jedinstvene valute upozoravali da ce prva recesija otkriti pravi stupanj 
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odrzivosti eurozone (v. Arestis i Sawyer, 2001). Strukturni problemi eurozone 
mogu biti opisani nasljedeci nacin: institucionalni rezim eurozone predstavlja 
skup homogenih pravila i procedura za bitno heterogenu skupinu zemalja. 
Konkretno, monetarna unija uokvirena skupom ugovora utemeljenih na 
pretpostavkama konzervativne ekonomske ideologije ogranicava mogucnosti 
zemalja clanica da same oblikuju svoju monetarnu i fiskalnu politiku. 
Jedinstvena valuta onemogucava jednostranu devalvaciju valute, dok 
ugovorom ovjerena fiskalna ogranicenja onemogucuju pojedinim drzavama 
da svojevoljno oblikuju svoje planove prihoda i rashoda. Iz toga slijedi da se 
konkurentnost, ovdje shvacena kao sposobnost uspjesnog sudjelovanja u 
trzisnom natjecanju, u znacajnoj mjeri odreduje na razini poduzeca s obzirom 
na snagu pregovarackih pozicija rada i kapitala. Buduci da su se polazne 
pozicije razlicitih zemalja eurozone uvelike razlikovale od samog pocetka, ne 
zacuduje cinjenica da je u danom institucionalnom okviru stvoren 
nepremostiv jaz izmedu sredista i periferije unutar eurozone. Politike stednje 
koje se namecu zemljama periferije uobicajeno dolaze s objasnjenjem kako su 
se neke zemlje neodgovorno ponasale, te daje pravedno da podnesu teret 
svojih populistickih politika (koje su pogodovale radnicima, nezaposlenima, 
umirovljenicima, itd.). Dakle, primarna je zadaca politike stednje unosenje 
ravnoteze i dobre mjere u javne financije. Nasuprot tome, potrebno je uvidjeti 
da se mjesto rodenja diskursa o stednji nalazi u pokusaju da se strukturni 
uzroci krize prekriju usmjeravanjem paznje na neopusteno ponasanje 
pojedinih clanica. 

Prethodno spomenute nejednake pozicije zemalja sredista nasuprot 
perifernim zemljama odnose se na cinjenicu da su na periferiji realne nadnice 
od samog pocetka bile manje, te da su sustavi socijalne sigurnosti bili manje 
razvijeni. Na taj je nacin perifernim clanicama ogranicen manevarski prostor 
smanjivanja troskova rada, kljucnog mehanizma dostizanja konkurentnosti 
nakon sto su zadani okviri monetarne i fiskalne politike. Nadalje, kao 
najrazvijenija privreda eurozone, Njemacka je tijekom posljednjeg desetljeca 
usmjerila svoje napore prema odrzavanju troskova rada na izuzetno niskoj 
razini, sto je dodatno pojacalo pocetnu nejednakost otvarajuci mogucnost 
njemackoj privredi da izvozom kapitala i roba u periferne zemlje eurozone 
stvori znacajne viskove (povratno upotrijebljene za izravne strane investicije 
ili kao zajmodavni kapital njemackih banaka). Dakako, treba spomenuti 
moment koji naglasava Yanis Varoufakis, a odnosi se na uvodenje eura kao 
ispunjenje zelja svih ukljucenih strana. Na samom pocetku, politicke elite na 
periferiji, kao i radno stanovnistvo, zeljeli su jedinstvenu valutu - jednijersu 
im dojadile devalvacije koje su neprestano umanjivale vrijednost njihove 
imovine, drugi zabrinuti zbog utjecaja inflacije na tesko stecenu osobnu 
stednju (Varoufakis, 2011:197). No, dobre zelje ostaju nevazne pred stvarnoscu 
losih institucionalnih aranzmana. Ubrzo su radnici u Njemackoj iskusili 
posljedice ekonomske politike koja se nije temeljila na rastu produktivnosti, 
novim investicijama i rastu zaposlenosti nego na neprestanom pritisku u 
smjeru smanjenja ukupnih troskova rada. Kljucan moment koji naglasavaju 
Lapavitsas i drugi u izvjescu o stanju u eurozoni odnosi se na razmjerno slabu 
ekonomsku dinamiku njemacke privrede, te njezino oslanjanje na odrzavanje 
stagnacije placa i uvjeta rada, uvoz jeftine radne snage s europskog istoka, te 
slamanje sindikalne snage, osobito za vrijeme socijaldemokratske vlasti 
(Lapavitsas et al., 2010:22). S druge strane, zemlje periferije iskoristile su 
jedinstveni monetarni rezim za sve izrazeniji stupanj zaduzenja poduzeca i 
kucanstava kao sto se moze iscitati iz strukture vanjskog i ukupnog duga 
perifernih zemalja, cak i u slucaju Grcke gdje u postocima prevagu ipak odnosi 
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zaduzenost drzave. Iskorak prema povecanju razlicitih oblika zaduzenosti 
neposredna je posljedica strukturne pozicije periferije unutar eurozone. 
Strukturno odredena slabost dosegnula je svoj vrhunac u razdoblju nakon 
sloma financijskih trzista. To je razdoblje u prvom redu odredeno pogorsanim 
stanjem javnih financija u gotovo svim europskim zemljama. To je razumljivo 
utoliko sto su pojedine drzave morale priskociti u pomoc financijskom 
sektoru u paru s intervencijama medunarodnih institucija i Europske sredisnje 
banke. Jednako tako, opca kontrakcija privrede smanjilaje porezne prihode, 
sto je dodatno pogorsalo sposobnost implementiranja mjera kontrole stete 
od strane drzave. Za periferne zemlje unutar eurozone zavrsila su dobra 
vremena jednostavnog refinanciranja dugova na medunarodnim financijskim 
trzistima. Investitori koji su u periodu prosperiteta rado prihvacali kupnju 
primjerice grckih obveznica koje se po prinosima nisu razlikovale od 
njemackih obveznica iste rocnosti, zeljeli su se sto prije rijesiti grckog duga, 
zahtijevajuci vece prinose za ono sto su percipirali kao rizik neplacanja. 
Istovremeno, s pogorsanjem javnih financija pojedini investitori poceli su se 
putem financijskih derivata poznatih pod nazivom CDS (Credit Default Swap 
ili izvedenica kreditnog rizika) kladiti da pojedine zemlje pod pritiskom 
smanjenja porezne baze i zahtjevom za vece prinose na drzavne obveznice 
nece biti u stanju servisirati svoj dug. Time su uvjeti zaduzenja perifernih 
zemalja na financijskim trzistima postalijos rigorozniji, pogorsavajuci 
ekonomsku situaciju do otvorenog izbijanja krize drzavnog duga u samoj 
eurozoni. Negdje u tijeku neugodnog pogorsanja javnih financija i zivotnog 
standarda gradana u javni je diskurs usla retorika stednje kao jedinog 
plauzibilnog puta izlaska iz krize. Posljedicno, zamijenjena su mjesta uzroka i 
posljedice, te se o uzroku krize u eurozoni pocelo govoriti kroz osudivanje 
rastrosnih mediteranskih zemalja koje nisu bile u stanju voditi razumnu 
ekonomsku politiku. 

Politike stednje nametnute su zemljama u krizi kao uvjet zaprimanja 
spasonosnih kreditnih linija. Potrebno je u tom pogledu primijetiti da se 
politikom stednje usmjeravaju i putanje zemalja izvan eurozone, osobito onih 
zemalja koje su zatrazile pomoc medunarodnih financijskih institucija. Prema 
nekim procjenama, ukupna tezina paketa stednje za 17 zemalja EU u iducih 
3-5 godina (od 2010. godine) iznosit ce 478 milijardi eura (Theodoropoulou i 
Watt, 2011:12). Nadalje, pojedini oblici politike stednje prisutni su i u vodecim 
europskim privredama poput Njemacke, Francuske i Ujedinjenog Kraljevstva. 
Vjera u dobar ishod politika stednje kod politicke je elite zasnovana na 
pretpostavci da ce rezovi i smanjena javna potrosnja imati pozitivan ucinak 
na privatni sektor, te da ce odlucnost pojedine vlade u provodenju politike 
fiskalne odgovornosti ostaviti dobar dojam na igrace na financijskim trzistima 
koji ce zauzvrat ublaziti rigidne kriterije zaduzivanja. Nedavna studija MMF-a 
opisuje uvjete u kojima ce negativni, to jest kontrakcijski ucinci kao posljedice 
politike stednje biti najizrazeniji. Rijec je o situaciji u kojoj nije moguce na 
fiskalnu kontrakciju odgovoriti ekspanzivnom monetarnom politikom, niti je 
moguce kroz devalvaciju valute potaknuti izvoz, dok je vanjska potraznja 
razmjerno slaba te djeluje negativno na rast izvoza buduci da trgovinski 
partneri takoder provode mjere stednje. (MMF, 2010 prema Theodoropoulou i 
Watt, 2011:17). Nije potrebno posebno isticati da je upravo to opis koji vrijedi 
za zemlje eurozone koje se najteze nose s krizom, ali takoder i za druge 
zemlje Europe koje su, obicno putem valutnog odbora, vezane za euro. 
Zagovornici politike stednje ocekuju da ce se fiskalnom prilagodbom, 
odnosno kombinacijom smanjenja javne potrosnje i povecanjem poreznih 
davanja izbjeci tzv. crowding out ucinak, odnosno da ce se putem smanjenja 
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drzavne aktivnosti otvoriti prostor za privatni sektor koji je u stanju na 
efikasniji nacin upotrijebiti ekonomske resurse. Medutim, poduzeca kao 
ekonomske jedinice usmjerene na maksimizaciju profita u uvjetima opadanja 
ukupne potraznje i krize bankarskog sektora nemaju motiva, a u nekim 
slucajevima ni sredstava za nove investicijske projekte. Duboki rezovi u 
javnom sektoru bez odgovarajucih novih investicija u privatnom sektoru 
smanjuju obujam zaposlenosti, sto ima dodatni negativni ucinak na ukupnu 
potraznju. Kucanstva smanjuju svoju potrosnju dajuci tako poticaj 
poduzecima da se prilagode novoj situaciji daljnjim smanjenjem outputa i 
zaposlenosti. Politike stednje nece imati ekspanzivan ucinak ako ne postoji 
mogucnost stvaranja novih investicija na temelju izvoza ili domace potraznje. 
Dosadasnja povijest krize pokazala je manjak ekonomskih i institucionalnih 
uvjeta unutar kojih bi mogla doci do izrazaja postulirana progresivna snaga 
privatne inicijative. Rob Parenteau precizno sazima problem strukturnih 
proturjecnosti unutar eurozone: "Bez odgovarajuceg i odrzivog pomaka 
prema suficitu platne bilance, pristup koji krece od imperativa uravnotezenih 
financija pokazuje da implementacija fiskalne prilagodbe umanjuje 
sposobnost privatnog sektora da servisira duznicki teret koji je proizveo 
tokom prethodnog desetljeca monetarne unije. Jednostavno receno, veci 
porezi i manja drzavna potrosnja isisavaju novcane tokove iz kucanstava i 
poduzeca, sto povecava financijsku fragilnost privrede." (Parenteau, 2011). S 
obzirom na trenutno zadani odnos snaga unutar eurozone ne postoji 
mogucnost da zemlje sredista odustanu od strategije izvoza temeljenog na 
konkurentnosti stvorenoj jacanjem pozicije kapitala u odnosu prema radu. 
Upravo suprotno, upotreba politika stednje kao one-size-fits-all rjesenja 
osigurava odrzavanje ekonomske nejednakosti na relaciji srediste - periferija. 

Na koncu se potrebno vratiti na pocetak odnosno sagledati uspon 
politike stednje u kontekstu krize bankarskog sektora. Kako je ranije 
napomenuto, pogorsanje stanjajavnih financija je neposredna i uobicajena 
posljedica smanjenih prihoda uslijed ekonomske kontrakcije i sanacije 
bankarskog sektora. Nadalje, osim bankarskog sektora perifernih zemalja koji 
je zapao u ozbiljne probleme, banke sredisnjih zemalja takoder su se pokazale 
izuzetno ranjive. Njihovaje ranjivost proizvod njihovih aktivnosti u protekom 
desetljecu, odnosno akumulacije privatnog i javnog duga na periferiji. 
Prisjetimo se jos jednom, zemlje periferije su pokusale ublaziti vlastitu 
strukturnu nekonkurentnost kroz rast utemeljen na povecanju javne i 
privatne potrosnje. Vodece europske banke spremno su sudjelovale 
ekonomskim strategijama perifernih zemalja kroz investicije u drzavne 
obveznice, odobravanje zajmova poduzecima i kucanstvima, dakle u rastu 
temeljenom na potrosnji i mjehurima nekretnina. Prema procjeni Banke za 
medunarodna poravnanja (BIS), izlozenost banaka eurozone perifernim 
privredama (Grcka, Irska, Spanjolska, Portugal), pri cemu najveci udio odlazi 
na njemacke i francuske banke, do kraja 2009. godine iznosila je 1579 milijardi 
americkih dolara (BIS, 2010 prema. Lapavitsas et al, 2010:25). Takav stupanj 
izlozenosti dovodi u pitanje solventnost pojedinih banaka, te stoga ne cudi da 
su na prvi znak neprilika Europska komisija i Europska sredisnja banka 
reagirale paketima za spas ugrozenih perifernih privreda. Spomenuti su 
paketi nominalno usmjereni prema sprecavanju uvodenja moratorija na 
otplatu drzavnih dugova, no nije pretjerano reci da primarni cilj predstavlja 
cuvanje solventnosti vjerovnika, odnosno banaka sredisnjice na cijim se 
bilancama nalaze drzavne obveznice zemalja kao sto su Grcka, Portugal ili 
Spanjolska velike nominalne vrijednosti. U tom pogledu mjere stednje imaju 
osim ideoloske (vjerovanja u sposobnost privatnog sektora da samostalno 
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pokrene investicijske projekte) i prakticnu namjenu: zastitu interesa 
financijskog sektora i zastitu privreda sredisnjih zemalja od sokova koji bi 
nastali bankrotom niza znacajnih banaka i drugih ulagaca. 

U sklopu trenutno zadanih odnosa unutar Europske unije i poglavito 
eurozone radno ce stanovnistvo podnijeti najveci dio tereta politike stednje. 
Socijalno regresivni karakter razlicitih programa stednje ne pokazuje se samo 
na strani smanjenja fiskalnih deficita, nego i na strani novih poreznih 
opterecenja. Prema analizi koju su proveli Theodoropoulou i Watt, vecina 
novih poreza u zemljama EU usmjerenaje na nacin da pogoduje rastu 
dohodovne nejednakosti (v. Theodoropoulou i Watt, 2011:19-22). Ako tome 
pridodamo rastucu nezaposlenost koja pogorsava pregovaracku poziciju rada 
moze se zakljuciti kako tekuca ekonomska kriza poput svoje prethodnice iz 
tridesetih godina proslog stoljeca obavlja funkciju ekonomskog cistilista 
prema modelu istovremene socijalizacije rizika i privatizacije dobiti. 

Nakon pocetnog komesanja i mjestimicnih eksperimenata s 
kejnzijanskom strategijom, ekonomski konzervativizam vratio se u 
ekonomsko-politicko polje s iznimno negativnim posljedicama za europsko 
radno stanovnistvo. Paketi mjera stednje donijeli su upravo one posljedice na 
koje su upozoravali njihovi kriticari. Strategija spasavanja bankarskog sektora 
kakvu smo imali prilike vidjeti u periodu od 2009. do 2012. godine pokazala se 
posve neodrzivom. Pozicija europskog radnistva ovisi o tome hoce li politicka 
elita biti u stanju da pronade nacin zaobici urodene mane europskog 
projekta. Pronalazak strategije koja bi bila operativno izvediva s jedne strane, 
a ipak utemeljena u politikama stednje s druge, predstavlja najizrazeniju 
opasnost za poziciju rada u Europi. Stoga je primarna politicka zadaca Ijevice 
oblikovanje razumljivih i odrzivih alternativnih programa. 
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Blessed are the creditors, for they shall inherit 
the earth. 

— Martin Wolf, The Financial Times 

lobal economic crisis, which has spread from the USA 
to the other countries of developed capitalism, 
created not only huge social costs, but also an 
alarming level of confusion in the ranks of economic 
and political elites. The previous period, which lasted 
for almost three decades, was marked by the rise in 
financial activities combined with economic and 
political consolidation. After the tumultuous 70s, 
which brought the abolition of the monetary system that was agreed upon 
at Bretton Woods, and the consequential search for a new regulatory 
framework in the situation of economic and political instability, a new 
consensus was reached about the crucial elements that must be maintained 
in order to secure the undisturbed process of capital accumulation. Even 
though some of those guidelines referred exclusively to the developing 
countries, while others resulted from the problems linked to the countries of 
advanced capitalist economy, it was clear that there was a common thread 
linking the entire newly invented story into a more or less coherent whole. 
First of all, the theoretical confidence in the market mechanism has been 
regained. After a period of dominating Keynesian economy and various 
strategies of macroeconomic planning, economists at Western universities 
found a way of proving that the markets were still the only choice when 
considering an efficient organization of economy. That shift in the economic 
discipline happened at the right time, that is, precisely at the moment when 
the conservative powers in the US and the UK were claiming the same: There 
Is No Alternative. More importantly, the economic and political dynamics was 
corroborating this attitude - it seemed that a system based on private 
ownership and private initiative, combined with a rational economic policy 
and developed institutions, was bound to produce economic growth and 
stability. The times of the Great Depression seemed like a distant past that 
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could not happen again, since the economic and political elites had learned 
their historical lessons and were now capable of directing the flows of capital 
without the help of control mechanisms and economic plans. The prolonged 
period of peace, which did not betray the existence of structural contradic¬ 
tions, which became clearly visible only after 2007, caused a sort of slumber 
over the entire political spectrum as to the analysis of the capitalist mode of 
production. Certain commentators spoke loudly of the end of history - which 
was, as we can say post festum, only a translation of the hypothesis about 
the end of the business cycles, persistently endorsed by the orthodox 
economic clan. Small wonder that almost nobody was prepared to face the 
consequences of the crisis which decimated the financial sector in such a 
brief period of time, forcing even the most developed economies onto their 
knees. 

In all that chaos and panic, in the countries of developed capitalism the 
political class returned for a moment to the Keynesian policy of state 
interventionism. It was not so much due to the awakening from ideological 
and dogmatic slumber, but rather the need of keeping the fallen financial 
sector alive. Modern capitalism is a complex system, in which various 
economic sectors are interrelated so that losses in one necessarily spill over 
into another, proportionally to the size and diversification of property and 
obligations. Moreover, modern capitalism represents a monetary system of 
production, which means that the financial sector has the structural role of 
directing the flows of money that are needed in order to sustain a certain 
level of production and to initiate new investments. Keeping that in mind, 
many state administrations, in coordination with central banks, did not lose 
time. Immediately after the demise of a significant part of American financial 
industry, the new consolidation and stabilization plans were mostly relying 
on large banks and insurance companies with a capital of several trillion 
dollars. However, after the enforced state interventionism, the time was ripe 
for a rival discourse on the necessary financial consolidation, known under 
the name of "austerity politics". Undoubtedly, the question of fiscal 
responsibility, which meant exerting pressure on various administrative 
bodies and public institutions with the aim of enforcing the marketing 
patterns of action, had been present since the beginnings of the so-called 
neoliberal era. In Europe, the process of creating a unique monetary system 
with the Maastricht Treaty also defined the rules of the game by setting 
thresholds that the member states had to obey if they wanted to harvest the 
benefits of the new currency. However, the politics of financial consolidation 
that obtained a prominent place in the public discourse during the period of 
crisis also contained several new moments, which retrospectively shed light 
onto the very character of that crisis. Here we shall focus on the European 
countries, even though almost identical political prerogatives are present in 
the US as well. 

As it is well known, the key institutions of the EU, corroborated by IMF, 
immediately came to the aid of threatened European banks after it turned 
out that they were, same as their American counterparts, deeply involved in 
businesses linked to the structured financial products (financial derivates and 
synthetic value papers). However, apart from being busy trading in various, 
often rather opaque financial products, European banks were also involved in 
buying off state debts from various countries within the eurozone. This is 
precisely the point which links global recession, the crisis of state debt within 
the eurozone, and the strong pressure to adopt the austerity politics on the 
level of institutions. 
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Crisis of the capitalist mode of production revealed various structural 
weaknesses of the eurozone as the crown of the EU's economic and political 
project. At the theoretical level, those weaknesses were visible from the very 
outset, but it was only social chaos that managed to impose them as the 
problems of primary importance. One may recall how often economic 
analysers were warning, immediately after the introduction of Euro as the 
unified currency, that the first recession would reveal the true degree of the 
eurozone's sustainability (cf. Arestis and Sawyer, 2001). The structural 
problems of the eurozone could be described as follows: the eurozone's 
institutional system represents a set of homogeneous rules and procedures 
for an essentially heterogeneous group of countries. More precisely, the 
monetary union framed by a set of agreements based on the premises of 
conservative economic ideology limits the possibilities of the member states 
to shape their monetary and fiscal policies by themselves. Unified currency 
makes it impossible to devaluate currencies in one direction, while the fiscal 
limitations ratified by agreements prevent individual countries from shaping 
their plans of incomes and outcomes as they wish. This results in the fact 
that competition, here understood as the capacity of successful participation 
in the marketing contest, is significantly determined on the level of 
companies, according to the power of the negotiating positions of labour 
and capital. Since the starting positions of various countries in the eurozone 
have differed greatly from the very outset, it is no wonder that there was 
now an unbridgeable gap, in the given institutional framework, between the 
eurozone's centre and periphery. Consolidation policies imposed upon the 
states on the periphery are usually accompanied by an explanation that 
some of these countries have behaved irresponsibly, which is why it is only 
fair that they should bear the burden of their populist politics (which benefits 
the workers, the unemployed, the senior citizens, etc.). Thus, the primary task 
of consolidation policies is to bring balance and good measure into the public 
finances. However, it must be understood that the origin of the consolidation 
discourse is in the attempt to cover the structural causes of the crisis by 
redirecting attention to the intolerable behaviour of certain member states. 

The abovementioned unequal position of the centre states with regard 
to those on the periphery is related to the fact that the real wages were 
lower on the periphery from the very beginning, and that the systems of 
social welfare were underdeveloped. In this way, the member states on the 
periphery have had a limited manoeuvre space in which to reduce the costs 
of labour, which is the key mechanism to reaching the necessary 
competitiveness once the frameworks of monetary and fiscal policies are 
defined. Moreover, Germany - as the most developed country of the 
eurozone - has been directing its efforts at maintaining the costs of labour 
at an exceptionally low level during the past decade, which has intensified 
the initial inequality by opening up the possibility for German economy to 
create important surpluses (subsequently used for direct foreign investments 
or as the loan capital of German banks) by exporting capital and commodities 
into the countries on the periphery. One should certainly mention the 
moment emphasized by Yanis Varoufakis, who has referred to the 
introduction of Euro as the fulfilment of wishes for all involved parties. At the 
very beginning, both the political elites and the working population on the 
periphery wanted a unified currency - some because they had had enough of 
devaluations, which were constantly reducing the value of their property, 
others because they were worried about the impact of inflation on their 
hard-earned personal savings (Varoufakis, 2011:197). However, these good 
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wishes remained insignificant before the reality of bad institutional 
engagements. Soon enough the workers in Germany experienced the 
consequences of an economic policy that was not based on productivity 
growth, new investments, and higher employment rate, but on constant 
pressure in the direction of reducing the overall cost of labour. The key 
moment emphasized by Lapavitsas et. al. in their report on the situation in 
the eurozone refers to the relatively weak dynamics of German economy, as 
well as its reliance on maintaining the stagnation of wages and working 
conditions, import of cheap labour from the European east, and breaking the 
power of unions, especially during the rule of the Social Democrats 
(Lapavitsas et al., 2010:22). On the other hand, countries of the periphery 
have used the unified monetary system to increase the level of indebtedness 
of companies and households, as can be read from the structure of external 
and total debt of the peripheral countries, even in case of Greece, where 
indebtedness on the state level still prevails in percentage. A step towards 
increasing various forms of indebtedness is an immediate consequence of 
the structural position of periphery within the eurozone. This structurally 
determined weakness reached its pinnacle in the period after the breakdown 
of financial markets, which was primarily defined by the worsened state of 
public finances in almost all European countries. That is understandable 
insofar as certain countries had to help the financial sector, along with the 
interventions of international institutions and the European Central Bank. 
Moreover, the general contraction of economy reduced the tax income, 
which additionally diminished the capacity of implementing the state 
measures in order to control the damage. For the countries on the eurozone's 
periphery, the good old times of easy refinancing of debts on the 
international financial markets were over. Investors who had eagerly 
accepted Greek state bonds in the era of prosperity, for example, which 
yielded the same profit as the German bonds with the same date of payment 
wanted to get rid of the Greek debt as soon as possible, demanding higher 
incomes for what they perceived as the risk of insolvency. At the same time, 
as the public finances worsened, some investors began to use financial 
derivatives known as CDS (credit default swaps) betting that some countries, 
under the pressure of a diminished tax base and the demand for a higher 
profit on state bonds, would not be able to service their debt. Thus, the 
crediting conditions for the peripheral countries were becoming increasingly 
rigorous on the financial markets, which worsened the economic situation 
until the crisis of state debt broke out openly, in the midst of the eurozone. 

At some point, while the unpleasant deterioration of the public finances and 
the living standard of the population were underway, the rhetoric of 
austerity entered the public discourse as the only plausible way out of the 
crisis. As a consequence, cause and effect swapped places, and the crisis in 
the eurozone was now discussed in terms of condemning the thrifty 
Mediterranean countries as being unable to follow a reasonable economic 
policy. 

Fiscal consolidation has been imposed upon the countries affected by 
the crisis as a condition for granting them first aid in the form of credits. It 
must be observed that the countries outside the eurozone have also been 
directed onto the course of consolidation, especially those who have turned 
to international financial institutions for help. According to some estimates, 
the total weight of consolidation packages for 17 countries of the EU will be 
478 billion Euro within the next 3-5 years (starting from 2010) (Theodoropo- 
ulou and Watt, 2011:12). Moreover, certain forms of consolidation have also 
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been present in the leading European economies, such as Germany, France, 
and the UK. Confidence in a good outcome of consolidation policies has been 
based on the supposition of the political elite that cuts and reductions in 
public consumption will have a positive impact on the private sector, and 
that the decisive implementation of the policy of fiscal responsibility by 
individual governments will make a good impression on the financial market 
players, who will loosen the rigid crediting criteria in return. A recent study by 
IMF describes the conditions in which the negative, that is, 
counterproductive effects of austerity politics will be most evident. They 
include a situation in which fiscal contraction cannot be countered by 
expansive monetary policies, and currency devaluation cannot spur export, 
while external demand is rather weak and has a negative impact upon the 
growth if export, since the trading partners are also involved in consolidation 
measures (IMF, 2010 according to Theodoropoulou and Watt, 2011:17). It 
needn't be particularly emphasized that this description applies precisely to 
those countries in the eurozone that cope with the crisis with utmost 
difficulties, but also to other countries in Europe that are tied to Euro, mostly 
through their currency committee. The partisans of austerity politics expect 
that fiscal adaptation - a combination of reducing public expenditure and 
increasing taxes - will help to avoid the so-called "crowding-out effect", 
which means that the diminished state activity will open up space for the 
private sector, which will thus be able to use the economic resources in a 
more efficient way. Flowever, companies as the economic units guided by 
profit maximization in the conditions of diminishing overall demand and the 
crisis of the banking sector have no motivation, and sometimes no means 
either, to enter into new investment projects. Deep cuts into the public 
sector, with no adequate new investments in the private sector, reduce the 
volume of employment, which has an additional negative impact on the 
overall demand, households reduce their consummation, thus forcing 
companies to adapt to the new situation by further reducing their output 
and the number of employees. Reduction policies will not have an expansive 
impact if there is no possibility of creating new investments on the basis of 
export or domestic demand. The past history of crisis has shown the lack of 
economic and institutional conditions within which the postulated 
progressive power of private initiative could express itself. Rob Parenteau has 
precisely summarized the problem of structural contradictions within the 
eurozone in the following way: "Without a large and sustained swing into a 
current account surplus, the financial balance approach revealed that the 
pursuit of fiscal consolidation would undermine the ability of the private 
sector to service the debt loads it had built up during the prior decade of 
currency union. Simply put, higher taxes and lower government spending 
drain cash flow from households and firms, and that increases the financial 
fragility of economies."(Parenteau, 2011) With regard to the current balance 
of powers within the eurozone, there is no possibility that the countries of 
the centre might renounce at the strategy of export based on the 
competitiveness created by strengthening the position of capital with regard 
to labour. Quite on the contrary: the use of austerity politics as a one-size- 
fits-all solution guarantees the maintenance of economic inequality between 
centre and periphery. 

Eventually, we must return to the beginning in order to view the 
emergence of austerity politics in the context of the crisis of the banking 
sector. As stated earlier on, the deterioration of public finances is an 
immediate and common consequence of lowered incomes, resulting from 
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the economic contraction and consolidation of the banking sector. Moreover, 
beside the banking sector of the peripheral countries, which has gotten into 
serious trouble, banks of the central countries have also proven extraordina¬ 
rily vulnerable. Their vulnerability is a product of their activities during the 
past decade, that is, the accumulation of private and public debts on the 
periphery. Let us recall: the peripheral countries have sought to alleviate their 
own structural inadequacy with growth based on an increase in private and 
public consummation. The leading European banks have readily participated 
in the economic strategies of these peripheral countries by investing in their 
state bonds and by crediting companies and households, that is, by encou¬ 
raging growth that was based on consummation and real-estate bubbles. 
According to the estimates of the Bank for International Settlements (BIS), 
the exposure of the eurozone banks to peripheral economies (Greece, Ireland, 
Spain, Portugal), whereby the largest part goes to German and French banks, 
was 1579 billion US dollars before the end of 2009 (BIS, 2010, according to 
Lapavitsas et al, 2010:25). Such degree of exposure endangers the solvency of 
some banks and it is no wonder that the EU Commission and the European 
Central Bank reacted with packages for saving the peripheral economies at 
the first sign of trouble. Those packages were officially meant to prevent the 
introduction of a moratorium on paying off state debts, but we can say 
without exaggeration that the primary aim was to guarantee the solvency of 
debtors, or rather banks whose balance sheets contained state bonds with 
high nominal values of countries such as Greece, Portugal, or Spain. In that 
regard, consolidation measures have a practical purpose beside the ideologi¬ 
cal one (trusting the capability of the private sector to launch investment 
projects on its own): it is to protect the interests of the financial sector and 
the economies of the central countries from shocks that would result from 
the bankruptcy of a series of important banks and other investors. 

Within the currently given relations in the EU and especially the 
eurozone, the working population will suffer the greatest load of austerity 
politics. The socially regressive character of various consolidation 
programmes is manifest not only in terms of fiscal deficits, but also in new 
taxes. According to an analysis conducted by Theodoropoulou and Watt, 
most of the new taxes in the EU countries are formulated in such a way that 
they benefit the growth of income inequality, (cf. Theodoropoulou and Watt, 
2011:19-22). If we add the growing unemployment, which worsens the 
negotiating position of labour, it can be concluded that the current economic 
crisis, like its predecessor in the 1930s, fulfils the role of an economic 
purgatory according to the model of simultaneously socializing the risk and 
privatizing the gain. 

After the initial commotion and sporadic experiments with Keynesian 
strategy, economic conservatism has returned into the field of political 
economy with exceptionally negative consequences for the European 
working population. Packages of consolidation measures have brought 
precisely those consequences that their critics were warning against. The 
strategy of saving the banking sector such as we have seen in the period 
from 2009-2012 has proven completely unsustainable. The position of 
European workers depends on whether the political elite will be able to find a 
way of evading the innate defects of the European project. Finding a strategy 
that is operatively feasible on the one hand, yet based on consolidation 
policies on the other, will be the greatest danger for the position of labour in 
Europe. Therefore, the primarily political task of the left is to devise 
comprehensible and sustainable alternative programmes. 
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oi Karl Marx, Kapital I, Beograd, 
1974., str. 631-2 


Stvaranje populacije bez sredstava za proizvodnju 


02 Isto, str. 632 

03 Za elaboraciju povijesne i 
teorijske putanje suzavanja 
demokracije na "cisto" politicku 
sferu, vidi: Ellen Meiksins Wood, 
"The separation of the 
"economic" and the "political" in 
capitalism" u: Democracy 
Against Capitalism: Renewing 
Historical Materialism, 
Cambridge, 1995., str.. 19-48. 


posljednjem poglavlju prvog toma Kapitala, pod 
naslovom "Takozvana prvobitna akumulacija", Marx 
se, nakon sto je u ranijim poglavljima elaborirao 
sistemsku logiku vec uspostavljenog kapitalistickog 
nacina proizvodnje, bavi pitanjem njegove 
historijske geneze. Na primjeru Engleske, Skotske i 
V / Irske, opisuje historijat nasilnog rodenja klase lisene 

\-svih "sredstava za proizvodnju i [svih] jamstava za 

opstanak" 01 . Povijest odvajanja seljaka od zemlje, povijest "njihove 
eksproprijacije zapisana je u analima covecanstva neizbrisivim potezima krvi i 
ognja." 02 Stvaranje te populacije ispostavit ce se kao prijeloman dogadaj u 
ljudskoj povijesti. On predstavlja trenutak rodenja uvjeta mogucnosti nacina 
proizvodnje, drustvene reprodukcije i rezima distribucije plodova drustvenog 
rada u kojemu i danas zivimo. Njegova uspostava podrazumijevala je 
razbijanje feudalnih oblika direktne personalizirane podcinjenosti starim 
gospodarima. No, to politicko oslobodenje ukorakje pratilo i "oslobodenje" 
sirokih slojeva stanovnistva od vlasnistva nad sredstvima za vlastitu 
reprodukciju. Personaliziranu prinudu autoriteta feudalnog gospodara 
zamijenila je anonimna, ekonomska prinuda borbe za opstanak bez starih 
jamstava kodificiranih tradicijom. Jedini put do sredstava za opstanak, koja su 
sada bila dostupna samo kao roba (tj. kao komodificirani proizvodi tudeg 
rada) na trzistu u razmjeni za novae, podrazumijevao je prethodnu prodaju 
vlastite radne sposobnosti na trzistu rada. Feudalnu heteronomiju zamijenila 
je kapitalisticka heteronomija, prikrivena slobodom prodaje vlastite radne 
snage vlasnicima sredstava za proizvodnju. Demokratske politicke revolueije 
koje su uslijedile, radnike nisu emancipirale od prinude stupanja u najamni 
odnos u kojemu njihovim radom upravljaju drugi i prisvajaju njegove plodove. 
U velikoj su mjeri tu prinudu tek pravno kodificirale i politicki normalizirale. 
Strogim ogranicavanjem demokratskih pretenzija na zasebnu "politicku 
sferu" i njezine procedure, uspostavljen je sanitarni koridor koji je ekonomske 
odnose stitio od nepozeljnih demokratskih interfereneija. 03 

Inauguralno nasilje razdvajanja sirokih slojeva populacije od sredstava 
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04 Karl Marx, Rezultati neposrednog 
procesa proizvodnje, Beograd, 
1977-, str.83-4 

05 Za elaboraciju koncepta 

kolektivnog radnika (i mnogih 
drugih argumenata koji slijede u 
tekstu), vidi: Michael Lebowitz, 
Beyond Capital: Marx's Political 
Economy of the Working Class, 
New York, 2003., str.igg-202 

06 Isto, str. 200 

07 Isto, str. 88 

08 To, medutim, treba shvatiti vrlo 
uvjetno: "...usluge socijalne 
drzave su u pravilu uvjetovane 
prodajom radne snage (odnos- 
no, spremnosti na nju): naknade 
za nezaposlenost ili mirovine 
ovise o prethodnim nadnicama 
- sto samo po sebi na mnoge 
najamne radnike djeluje kao 
disciplinski mehanizam; kod 
radno sposobnih osoba isplata 
naknade za nezaposlenost i 
socijalne pomoci osim togaje 
uvjetovana i aktivnim nastoja- 
njem oko prodaje vlastite radne 
snage. Kada to nije slucaj, nad- 
lezne drzavne sluzbe koriste 
smanjenje ili potpuno uskraciva- 
nje isplata kao sredstvo discipli- 
niranja. Usluge socijalne drzave 
dakle niposto ne oslobadaju od 
prisile prodaje vlastite radne 
snage.", Michael Heinrich, Kritik 
der politischen Okonomie - Eine 
Einfiihrung, Stuttgart, 2005., str. 
213. Ipak, stupanj materijalne 
sigurnosti kojije socijalna drzava 
u svome vrhuncu pruzala, 
kvalitativno se bitno razlikuje 
kako od uvjeta reprodukcije 
najamnog rada koji su prethodili 
njezinoj uspostavi, tako i od 
"prekarizacije" kojoj je izlozen u 
neoliberalnom razdoblju kojeje 
uslijedilo. 


za proizvodnju i samoreprodukciju tako nastavlja zivjeti u obliku normalizira- 
ne ekonomske prinude najamnog radnika da uvijek iznova prodaje vlastitu 
radnu snage drugome. Reprodukcija kapitala uvijek iznova reproducira i 
najamnog radnika kao uvjet vlastite mogucnosti. Nadnica pokriva tek 
reprodukciju radnika, kojije prisiljen uvijek iznova stupati na trziste rada u 
potrazi za kupcem vlastite radne sposobnosti, u konkurentskoj borbi sa svim 
ostalim pripadnicima vlastite klase. U tom cirkularnom kretanju, kapital 
kontinuirano raste prisvajanjem viska vrijednosti koji se pretvara u dodatni 
kapital, dok radnik "izlazi iz tog procesa onakav kakav je, bez obzira na 
trosenje svoje radne snage, u njega usao, kao puka subjektivna radna snaga 
koja mora da ponovo prode kroz isti proces da bi se odrzala." 04 Kapital 
zadrzava proizvode rada i plasira ih na trziste kao robu. Kada je rijec o robi 
koja ulazi u radnicku potrosnju, kapital - sada u funkciji prodavaca - za 
radnika postaje izvor sredstava nuznih za zivot, a trziste mehanizam 
alokacije. Robe koje kapital prodaje na agregatnoj razini predstavljaju 
proizvode "kolektivnog radnika" 05 (svih radnika kao klase neposrednih 
proizvodaca). No s pozicije radnika kao kupca na trzistu, plodovi kolektivnog 
rada njegove klase, dostupni su mu samo preko kapitala kao posrednicke 
instance. Kapital tako kao uvjet vlastite reprodukcije stupa izmedu radnika i 
razdvaja ih ne samo od plodova njihova vlastitog rada, nego i od plodova 
kolektivnog radnika. Nastupa kao posrednik plodova drustvene proizvodnje 
utemeljene na podjeli rada 06 i tako radnika veze neraskidivim sponama u 
odnos dvostruke zavisnosti: jednom u ulozi kupca njegove radne snage i 
izvora nadnice; zatim kao posrednik sredstava za zivot: 

...kao vlasnik proizvoda rada, kapital razdvaja proizvodace od onih koji 
konzumiraju - i individualno i produktivno; podjela rada u drustvu 
posredovana je kapitalom kao vlasnikom sredstava za proizvodnju i 
vlasnikom sredstava za potrosnju [...]. 

Kao sto je posrednik za najamni rad, razdvajajuci radnika od njegove 
radne snage kao vlasnistva, kapital je i posrednik izmedu najamnih 
radnika u svakom trenutku kruznog toka kapitala. 07 

Taj odnos dvostruke zavisnosti najamnog rada od kapitala konstitutivan je za 
kapitalisticki nacin proizvodnje. Reprodukcija te zavisnosti nuzan je aspekt 
reprodukcije kapitala, ona je ujedno njegov uvjet mogucnosti i uvijek iznova 
proizveden rezultat. Kriterij ove dvostruke ovisnosti o kapitalu je ono sto 
definira klasnu poziciju najamnog rada u svim historijskim epohama i 
varijantama kapitalizma. U mjeri u kojoj je ona i danas ekonomska i 
egzistencijalna realnost sirokih slojeva stanovnistva svijeta, potvrduje i 
eksplanatornu relevantnost kategorija marksisticke klasne analize. Teze o 
"kraju klasnog drustva" ili "zastarjelosti" aparata marksisticke klasne teorije u 
uvjetima uspona i ekspanzije "drzave blagostanja" nakon Drugog svjetskog 
rata pozivale su se na pojave koje su im trebale osigurati empirijsku 
plauzibilnosti (ili barem njezin privid). Socijalna drzava je preuzela ulogu 
izvora nekomodificiranih usluga koje su do odredene mjere jamcile 
reprodukciju populacije bez vlastitih sredstava za proizvodnju u bitno 
manjem stupnju ovisnosti o uspjehu prodaje vlastite radne snage kapitalu i 
trzistu kao centralnom izvoru sredstava za zivot 08 . Nastupala je u vecem 
opsegu i kao poslodavac, i tako - u mjeri u kojoj se situacija na trzistu rada 
priblizila deklarativnom "kejnzijanskom" cilju pune zaposlenosti - doprinijela 
relativnom jacanju pregovaracke pozicije radnika u odnosu na kapital. 09 



24 


og Ovo je krajnje shematski 
"prikaz", koji mnoga teorijski i 
politicki relevantna pitanja 
ostavlja po strani: od ekonom- 
skih i geopolitickih razloga 
poslijeratnog "kejnzijanskog" 
zaokreta u razvijenim kapita- 
listickim zemljama, do pitanja 
uloge organiziranog radnistva u 
osvajanju tih "ustupaka" materi- 
jalnim interesima rada. U kon- 
tekstu ovog razmatranja, te 
okolnosti nisu od presudnog 
znacaja. Iz istih razloga necu 
ulaziti ni u pitanje teorijske (i 
ideoloske) recepcije znacajnog 
rasta raspona radnistvu dostup- 
nih potrosackih proizvoda. 
Protivno uvrijezenim obrascima 
tumacenja, promjene potrosac¬ 
kih navika ne opovrgavaju 
Marxovu klasnu analizu. One su 
relevantne na razini etnograf- 
sko-socioloske deskripcije. 
Marxova klasna analiza je 
locirana na visoj razini apstrak- 
cije - bavi se konstitutivnim 
invarijablama kapitalistickog 
nacina proizvodnje. Identifikacija 
proletarijata u smislu u kojem je 
taj koncept odreden u Kapitalu 
sa socioloski ili etnografski 
specificnom radnickom klasom 
nekog odredenog povijesnog 
trenutka u razvoju kapitalizma 
pociva na brkanju razina 
apstrakcije analize. Ma koliko 
analize potonjeg tipa same po 
sebi bile nuzne i produktivne, na 
njima nije moguce temeljiti 
odrzivu kritiku kategorija 
Marxove klasne teorije. Vrijedi i 
obratno: "fundamentalna" 
klasna analiza koju Marx daje u 
Kapitalu, ne moze zamijeniti 
sociolosku ill etnografsku 
deskripciju historijski konkretnih 
klasa, jer ne predstavljaju 
konkurentske modele na istoj 
razini apstrakcije, nego komple- 
mentarne projekte na razlicitim 
razinama apstrakcije. U spisima 
poput Osamnaestog Brumairea 
sam Marx daje primjer klasne 
analize uze historiografskog 
tipa. Za elaboraciju ovih teza, 
vidi: Sven Ellmers, Die formana- 
lytische Klassenanatyse von Karl 
Marx: Ein Beitrag zur "neuen 
Marx-Lekture", Duisburg, 2007. 

10 U smislu rada koji je za kapita- 
listicki nacin proizvodnje konsti- 
tutivan, koji Marx naziva "pro- 
duktivnim" (ili "proizvodnim", u 
drugoj prijevodnoj varijanti): rad 
koji proizvodi visak vrijednosti. 
Vidi: Rezultati neposrednog pro- 
cesa proizvodnje, str. 64-73 
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Najamni rad za kapital 10 nije nestao - dapace, u tom periodu kontinuirano je 
padao postotak samozaposlenih u razvijenim kapitalistickim zemljama. No, 
institucije socijalne drzave su pruzanjem niza dekomodificiranih usluga u 
povijesno jedinstvenom opsegu u odredenim - za ukupnu drustvenu 
reprodukciju vaznim - sektorima zamijenile kapital kao posrednika plodova 
ukupnog drustvenog rada i tako do odredene mjere smanjile stupanj 
neposredne zavisnosti rada od kapitala. Taj po najamni rad relativno povoljan 
rezim reprodukcije od svojih institucionalnih zacetaka je prepoznat kao 
potencijalan izvor nepomirljivih kontradikcija. 11 Visoke stope zaposlenosti (uz 
rastuci udio drzavnog sektora) i relativno visok stupanj socijalne zasticenosti, 
predstavljale su prijetnju disciplinskoj ucinkovitosti trzisnih mehanizama, 
posebno na trzistu rada. Dok su profitne stope bile visoke, a rast nadnica nije 
premasivao rast produktivnosti, poslijeratni rezim "socijalne drzave" nije 
dovodio u pitanje reprodukciju kapitala. Kada su sredinom sedamdesetih 
profitne stope pale na razine koje su se negativno odrazile na stopu 
akumulacije, kapitalizam je dospio u krizu, a s njim i "kejnzijanski" model i 
njegova politicka i institucionalna rjesenja. Neoliberalna ofenziva predstavlja 
organizirani politicki odgovor kapitala na tu krizu. Njezin cilj je ponovna 
uspostava profitabilnosti kao uvjeta uspjesne reprodukcije kapitala. 12 To 
podrazumijeva i reviziju uloge drzave i njezino relativno povlacenje kao izvora 
sredstava za reprodukciju. 13 Smanjenje javnog sektora, privatizacija javnih 
poduzeca (otvaranje novih polja akumulaciji kapitala), rekomodifikacija 
socijalnih usluga (njihovo ponovno vezivanje uz robnu formu i distribucija 
preko trzista u razmjenu za novae) ili njihovo rezanje, fleksibilizacija odnosa 
na trzistu rada u korist kapitala i prekarizaeija polozaja radnika mehanizmi su 
ponovnog, neposrednijeg vezivanja najamnog rada uz kapital kao posrednika 
u pristupu sredstvima za proizvodnju i egzistencijalnu reprodukciju. U 
neoliberalnom periodu reprodukeija egzistencije najamnog rada ponovno se 
krece prema dubljoj integraeiji u cikluse reprodukcije kapitala. Rast stope 
nezaposlenosti pritom igra vaznu disciplinsku ulogu kao mehanizam pritiska 
na nadnice (ali i kao rezerva za potrebe buduce akumulacije). Fleksibilnije 
radno zakonodavstvo i neoliberalne transformaeije uvjeta rada u dotad 
privilegiranim "srednjoklasnim" sektorima osiguravaju da prijetnja pada u 
suvisnu populaciju predstavlja realnu opasnost za svakoga tko se odbija (ili ne 
umije) podvrgnuti potrebama reprodukcije kapitala. "Prekarizaeija" je samo 
drugo ime i pojavni oblik guranja sirokih slojeva populacije u smjeru dublje i 
potpunije proletarizacije, u smislu u kojemu je Marx definirao polozaj i 
sudbinu proletarijata u kapitalistickom nacinu proizvodnje: on je bez 
vlasnistva nad sredstvima za proizvodnju i stoga je prisiljen zivjeti od prodaje 
svoje radne snage kapitalu. Ako se cinilo daje uspon "drzave blagostanja" 
prijetio krenuti u smjeru progresivnog rasta relativne autonomije rada od 
kapitala, neoliberalna reakeija je ponovno potvrdila i produbila strukturnu 
heteronomiju najamnog rada u kapitalizmu. 


Proces proizvodnje: formalna i realna supsumeija 

Karl Polanyi trziste rada je nazvao "najmocnijom od svih modernih 
institueija" 14 s cijim "sveobuhvatnim ucincima" se druge ne mogu 
usporedivati. Najamni radnici su kao vlasnici vlastite radne snage slobodni 
raspolagati svojom radnom snagom. No, uspjesna realizaeija te slobode na 
trzistu rada, u kojemu su stavljeni u konkurentski odnos sa svim ostalim 
pripadnicima vlastite klase, znaci stupanje u ugovorni odnos kojim kapitalu 
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n Michael Kaleckijosje 1943. 
upozorio na strukturna 
ogranicenja politike pune 
zaposlenosti u kapitalistickim 
odnosima proizvodnje. Vidi: 
Michael Kalecki, Political Aspects 
of Full Emloyment, http:// 
mrzine.monthlyreview. 
org/20io/kalecki2205io.html 

12 Za prikaz poslijeratnog rezima, 
njegove krize i politickih 
odgovora, vidi: Andrew Clyn, 
Capitalism Unleashed: Finance, 
Globalization, and Welfare, 
Oxford-New York, 2006. Clyn je 
bio istaknuti zastupnik tzv. 
"profit squeeze" teorije, koja 
uzrok krize profitne stope 1970- 
ih vidi u rastu nadnica. Ta 
interpretacija je kontroverzna. 
Drugi autori uzroke vide u rastu 
medunarodne konkurencije, ili u 
rastucoj organskoj kompoziciji 
kapitala; za primjer utjecajnog 
zastupnika prvog tumacenja 
vidi: Robert Brenner, The 
Economics of Global Turbulence, 
London-New York, 2006.; za 
primjer zastupnika druge 
interpretacije, vidi: Cuglielmo 
Carchedi, Behind and beyond 
the crisis, International 
Socialism 132, 2011., http://www. 
isj.org.uk/index.php4?id=76i& 
issue=i32. No, neovisno o 
pitanju adekvatnosti tumacenja 
krize kao posljedice rasta 
nadnica, pritisak na nadnice (i 
druga davanja) u neoliberalnom 
periodu postaje sredstvom 
pokusaja obnove profitne stope. 
Pitanje do koje mjereje neolibe- 
ralizam bio uspjesan u tom po- 
gledu, i samoje kontroverzno. 
No, razmatranje te problematike 
nadilazi problemske okvire ovog 
teksta. Isto vrijedi za problema- 
tiku financijalizacije i teorijske 
sporove o njezinom statusu kao 
reakcije na pad profitne stope u 
proizvodnom sektoru. 

13 Shematski i pojednostavljeno, 
nekoliko primjedbi o drzavi u 
kapitalizmu: u mjeri u kojoj je 
kapitalizam dominantan nacin 
proizvodnje, drzava vlastitu 
reprodukciju veze uz porezne 
prihode koji ovise o uspjesnom 
nastavku akumulacije. Ako ni po 
cemu drugome, vec po tom 
kriteriju drzava u kapitalizmu 
strukturno do odredene mjere 
mora funkcionirati kao kapitalis- 
ticka drzava. Cak i kada neke od 
njezinih institucija predstavljaju 
brane zahtjevima pojedinih 
jedinica kapitala ili instituciona- 


predaju pravo raspolaganja s njihovom radnom snagom na ugovorom 
odredeno vrijeme. Sloboda raspolaganja vlasnistvom nad vlastitom radnom 
snagom tako se realizira kao podvrgavanje despociji kapitala. To je formula za 
kapitalizam karakteristicne inverzije formalne slobode najamnog rada u 
formu njegove neslobode. 

Prodajom svoje radne snage kapitalu, radnik ulazi u proizvodni proces u 
kojemu se ponovno spaja sa sredstvima za proizvodnju koji su vlasnistvo 
kapitalista. U tom procesu i sam se pretvara u funkciju i oblik kapitala - 
varijabilni kapital, koji u obliku gotovog proizvoda kapitalistu predaje 
vrijednost koju je njegov rad stvorio. Rad najamnog radnika supsumiran je 
tako pod proces proizvodnje kapitala. Kapitalist se pojavljuje kao organizator 
i dirigent procesa proizvodnje u koji ulaze sredstva za proizvodnju i radna 
snaga. Oboje je kupio na trzistu, sada ih spaja u proizvodnji u nadi da ce 
rezultat vremena za koje raspolaze radnom snagom radnika rezultirati 
kvantitetom robe koja ce sadrzavati veci kvantitet objektivirane vrijednosti 
od one koju je potrosio na kupnju sredstava za proizvodnju i radne snage. U 
tom slucaju, ako robu kojaje rezultat radnog procesa uspije prodati za 
njezinu punu vrijednost (ovdje za potrebe argumentacije pretpostavljamo da 
se roba prodaje po njezinoj vrijednosti), realizirana vrijednost u obliku novca 
kvantitativno ce nadmasiti kolicinu novca s kojom je u proizvodnju usao . 15 
Razlika izmedu tih dvaju kvantiteta novca, novcani je izraz i ekvivalent viska 
vrijednosti koji je radnik proizveo, a kapital prisvojio. Rast novcanog iznosa od 
kolicine novca N do kolicine novca N" izmedu kojih je smjestena proizvodnje, 
spekulativna je oklada kapitalistickog nacina proizvodnje i jedina svrha 
pokretanja proizvodnje. Radnik, sirovine, strojevi i karakteristike gotovog 
proizvoda za kapitalistu su samo nuzni oblici metamorfoze ciklusa 
samooplodujuce vrijednosti izrazene u formuli N-R-N" i samo njoj sluze. 
Proizvodni ciklus koji ne rezultira povecanjem vrijednosti u obliku novca, za 
kapital je neuspjesan, neovisno o upotrebnoj vrijednosti proizvoda ili 
drustvene potrebe za njim. To je jedina "etika" i racionalnost kapitala, njegova 
fundamentalna pogonska sila. Konacni oblik i vrsta robe, njezina ekoloska i 
zdravstvena korisnost ili stetnost, drustvena racionalnost ili iracionalnost 
trosenja tehnologije, sirovina i radne snage na njezinu proizvodnju s gledista 
kapitala su sekundarni. Sva ta pitanja proizlaze iz oblasti problematike 
upotrebne vrijednosti, dok jedini interes kapitala predstavlja razmjenska 
vrijednosti robe koju proizvodi. Njezina upotrebna vrijednost za kapital je 
relevantna samo u mjeri u kojoj postoji za nekog drugog tko je spreman za 
nju razmijeniti novae. 

Proces proizvodnje za kapital nosi mnoge rizike. Neizvjesnost realizaeije 
u robi objektiviranog viska vrijednosti njezinom prodajom na trzistu je zadnja 
prepreka. Da bi uopce dosao do nje, kapital prije toga mora osigurati da 
vrijednost koju radnik u proizvodnom procesu stvara, nadilazi vrijednost 
njegove radne snage, tj novcanog iznosa koji je za nju platio, sto nije 
samorazumljivo. U zamecima kapitalistickog nacina proizvodnje, kadaje 
vecina najamnih radnika predstavljala donedavno samostalne seljake, koje su 
agrarni kapitalisti kupovali za rad na vlastitim poljima, ili bivse samostalne 
zanatlije, sam proces proizvodnje se po svojim tehnickim karakteristikama 
nije razlikovao od pretkapitalistickog. Produzenje radnog dana predstavljalo 
je osnovni instrument koji je kapitalu stajao na raspolaganju za ekstrakciju 
viska vrijednosti 16 . Marx taj stadij supsumeije rada pod kapital naziva 
formalnom supsumeijom' 7 . Ona predstavlja "opsti oblik svakog kapitalistickog 
procesa proizvodnje" 18 , a karakterizira ju "odnos nadredenosti i podredenosti u 
procesu proizvodnje [koji] zamenjuje raniju samostalnost u procesu 
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lizirane posljedice relativnih 
historijskih uspjeha klasne borbe 
u korist rada, te funkcije ne 
smiju interferirati s procesom 
uspjesne akumulacije kapitala u 
cjelini. A to znaci i da ni uvjetima 
"kejnzijanske" drzave 
blagostanja rast nadnica radnika 
nije smio ugrozavati profit ili 
preci stopu rasta produktivnosti 
rada. Onoga trenutka kada je 
"kejnzijanski” rezim s tog 
gledista prestao biti 
funkcionalan, kapital je pokre- 
nuo politicku ofenzivu s ciljem 
njegova restrukturiranja u 
smjeru neoliberalizacije. Pored 
toga, kapitalisticka drzava 
funkcionira i kao zadnja disci- 
plinska instanca i represivni 
aparat u zastiti postojecih 
drustvenih odnosa (prije svega 
kao jamac prava vlasnistva) u 
slucaju njihove ugrozenosti od 
strane organiziranog radnistva. 

U neoliberalnom periodu tako 
svjedocimo povlacenju drzave iz 
sfere pruzanja nekomodificiranih 
socijalnih usluga, uz paralelni 
rast njezinih disciplinskih 
funkcija, posebno u uvjetima 
krize. Aktivna uloga drzave u 
odrzavanju uvjeta pogodnih za 
akumulaciju kapitala opovrgava 
neoliberalne teze o minimalnoj i 
pasivnoj drzavi kao najpozeljni- 
jem obliku drzave za kapital. No, 
intervencionisticka drzava za 
kapitalizam nije ni kejnzijanska, 
ni neoliberalna anomalija. Marx 
je u poglavlju o prvobitnoj 
akumulaciji istaknuo presudnu 
ulogu drzave u stvaranju mase 
populacije bez pristupa sred- 
stvima za proizvodnju, kao uvje¬ 
ta mogucnosti kapitalistickog 
nacina proizvodnje. Aktivnu 
ulogu drzava u stvaranju i 
odrzavanju trzista rada istaknuo 
je kasnije i Karl Polanyi. Vidi: Karl 
Polanyi, Velika preobrazba: 
Politicki i ekonomski izvori naseg 
vremena, Zagreb, 1999. 

14 Velika preobrazba, str. 107 

15 Ovaj pojednostavljeni prikaz 
pretpostavljao bi da i fiksni 
kapital (zgrade, strojevi, itd) 
svoju punu vrijednost prenese 
na gotove proizvode u jednom 
ciklusu proizvodnje. To dakako 
empirijski ne vrijedi ni za manu- 
fakturnu, a kamoli industrijsku 
proizvodnju. No, u kontekstu 
rasprave, to je sporedan pro¬ 
blem. Za Marxov prikaz proble- 
matike, vidi: Kapital I, str. 342- 
349- 


proizvodnje " 19 Cinjenica da se tehnike i tehnologija proizvodnje nisu bitno 
razlikovale od onih zanatskog rada, znacilo je relativno visok stupanj kontrole 
radnika nad radnim procesom u usporedbi s kasnijim standardima. Pored 
prirodno zadanih granica moguceg produzenja radnog dana, to je za kapital 
predstavljalo kljucnu barijeru u nastojanju maksimizacije ekstrakcije viska 
vrijednosti. No, vec formalna supsumcija generira vlastite disciplinske ucinke, 
eksterne i internalizirane, od kojih potonji sezu sve do razine transformacije 
subjektivnosti radnika: 

[U odnosu] na samostalnog zanatliju, koji radi za nepoznate musterije, 
povecava se kontinuitet [rada] radnika koji radi za kapitalistu. Njegov 
rad nije ogranicen slucajnim potrebama pojedinih musterija, nego samo 
potrebom eksploatacije kapitala koji ga zaposljava. Ovaj rad, usporedi li 
se s radom roba, postaje produktivniji, jerje intenzivniji. Dok rob radi 
samo teran spoljnim strahom, a ne za svoju egzistenciju, koja ne pripada 
njemu, ali mu je ipak zagarantovana, slobodni radnik, naprotiv, radi 
gonjen svojim potrebama. Svest (ili radije predstava ) o slobodnom 
samoodredenju, slobodi, od jednoga pravi mnogo boljeg radnika nego 
sto je drugi, a s time [je] povezano osecanje odgovornosti: posto je on, 
kao svaki prodavac roba [roba je ovdje radna snaga - S.C.], odgovoran 
za robe koje isporucuje i mora isporuciti s odredenim kvalitetom, ako 
nece da ga drugi prodavaci roba iste vrste istisnu sa trzista. Kontinuitet 
odnosa roba i robovlasnika jeste odnos u kome se rob odrzava 
direktnom prinudom. Slobodan radnik, naprotiv, mora da ga sam 
odrzava, posto njegova egzistencija i egzistencija njegove porodice 
zavisi od neprestanog obnavljanja vlastite radne snage kapitalisti . 20 

R ealna supsumcija rada razvija se na osnovi formalne supsumcije. S ciljem 
podizanja produktivnosti rada, kapital pocinje intervenirati u radni proces. 
Reorganizira ga i transformira, uvodi nove podjele rada i - iznad odredene 
velicine jedinice kapitala - pocinje mobilizirati i instrumentalizirati sve 
raspolozive znanstvene i tehnoloske potencijale danog povijesnog trenutka 
razvoja. Radni proces se postepeno potpuno revolucionira i sve vise udaljava 
od uhodanih oblika koje je kapital zatekao i formalno supsumirao. S realnom 
supsumcijom "kapitalisticki nacin proizvodnje [se] formirao kao nacin 
proizvodnje sui generis " 21 i oslobodio svake slicnosti sa zanatskom 
proizvodnjom. Kapital postaje pogonska sila rasta proizvodnih snaga drustva. 
U nastojanju maksimizacije viska vrijednosti i u neprestanoj konkurentskoj 
borbi s drugim jedinicama kapitala, revolucionira svaki aspekt radnog 
procesa. Razbija podjele i samodostatnost starih zanata i veze rad sve veceg 
broja pojedinaca u odnos sve uze suradnje i meduzavisnosti. Koncentracijom i 
koordinacijom njihova rada pod diktatom kapitala i imperativa rasta 
produktivnosti, on postaje drustvenim radom u dotad nezamislivom stupnju. 
Kapitalisticka tvornica postaje mjesto u kojemu se strojevi i sirovine - 
rezultati rada bezbrojnih inzenjera, fizicara i kemicara, rudara, seljaka i 
mnogih najamnih radnika - kombiniraju s neposrednim radom druge skupine 
najamnih radnika u jedinstven i koordiniran proizvodni proces. lako ce 
konacni proizvod biti objektivirani rezultat ukupnog ulozenog rada svih tih 
proizvodaca, njegov drustveni karakter je zbog specificnog karaktera 
kapitalistickog nacina proizvodnje mistificiran 22 , javlja se kao svojstvo 
kapitala. Kapital nasuprot svakog pojedinacnog radnika nastupa kao kupac 
koji njegovu radnu snagu uposljava u kombinaciji sa sredstvima za 
proizvodnju koji su vlasnistvo kapitaliste. Cilj, primijenjene tehnike i intenzitet 
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16 Visak vrijednosti ekstrahiran 
produzenjem radnog dana i 
povecanjem intenzivnosti rada, 
Marx naziva apsolutnim viskom 
vrijednosti. On je karakteristican 
za stadij formalne supsumcije. 
Vidi: Rezultati neposrednog 
procesa proizvodnje, str. 48. U 
problematiku relativnog viska 
vrijednosti ovdje ne mozemo 
ulaziti. Za Marxov prikaz, vidi: 
Kapital I, str. 281-288; te 447- 
469. Michael Lebowitzje dao 
vaznu i dalekoseznu reviziju te 
problematike koja pociva na 
uklanjanju nekih metodoloski i 
ekspozicijski uvjetovanih pret- 
postavki iz Marxova prikaza iz 
prvog toma Kapitala. Vidi: 
Beyond Capital. 

17 Rezultati neposrednog procesa 
proizvodnje, str. 46-49 i 51-60. 

18 Isto, str. 46; kurziv u originalu 

19 Isto, str. 54; kurziv u originalu 

20 Isto, str. 57, kurziv u originalu 

21 Isto, str. 60, kurziv u originalu 

22 Vidi: Isto, str. 76-82 

23 Isto, str. 77, kurziv u originalu 

24 Bravermanov Rad i monopolistic- 
ki kapital klasicni je prikaz 
problematike tejlorizacije. Vidi: 
Harry Braverman, Rod i monopo- 
listicki kapital: Degradacija rada 
u dvadesetom stoljecu, Zagreb, 
1983. 

25 U skoro cetrdesetogodisnjoj 
recepciji Bravermanove knjige 
teza o "deskillingu" je bila zariste 
najtvrdokornijih teorijskih 
kontroverzi. One traju i danas. 
Posebno ig8o-ih i lggo-ih, 
mnogi su se autori pozurili 
proglasili kraj tejlorizma. U 
"toyotizmu" su prepoznali novu, 
demokraticniju, participativnu 
alternativu i izazov hegemoniji 
Taylorovim "principima znans- 
tvenog menadzmenta" i njihovih 
(cesto prikrivenih) izvedenica. Za 
teorijski preciznu i empirijski 
dobro potkrijepljenu kritiku tih 
tendencija u kontekstu uspona 
apologetskih teorija "nove 
ekonomije" u lggo-ima, vidi: 
Tony Smith, Technology and 
Capital in the Age of Lean 
Production: A Marxian Critique of 
the "New Economy", New York, 
2000. 


rada takoder odreduje kapital, a kapitalu pripadaju i gotovi proizvodi njegova 
rada. Sukladno tome, oni se javljaju kao 

nacin postojanja kapitala, te stoga takode kao nesto sto su kapitalisti 
angazirali nezavisno od radnika. Kao sto se drustveni karakter njihova 
sopstvenog rada pokazuje kao kapitalisticki, koji tim uslovima 
proizvodnje pripada nezavisno od radnika, takvim se kudikamo vise 
pokazuje drustveni rad koji sadrzi uslove za proizvodnju kao zajednicke 
uslove za proizvodnju, uslove kombinovanog rada 23 

Kapital u odnosu na radnika poprima oblik personifikacije drustvenog rada jer 
njegove objektivacije - sredstva za proizvodnju - stoje nasuprot radniku kao 
izvanjska sila koju je mobilizirao kapital. Za kapitalizam konstitutivna 
mobilizacija rezultata drustvenog rada kao instrumenata dominacije nad 
radnikom u punom se opsegu manifestira u ulozi strojeva u kapitalistickoj 
proizvodnji. Njihovo uvodenje u proizvodnju motiviranoje podizanjem 
produktivnosti rada. Strojevi osiguravaju vecu kolicinu proizvoda po 
pojedinom radniku. U nacelu bi dozvoljavali znacajna rasterecenja radnog 
tereta i skracivanje radnog vremena svakog pojedinog radnika, bez 
negativnih posljedica po kolicinu ukupnog proizvoda. No, kako je u njima 
objektivirani minuli drustveni rad vlasnistvo kapitala, on postaje i sredstvom 
realizacije interesa kapitala: umjesto ravnomjernog rasterecenja svih radnika, 
dio njih izbacuje iz proizvodnje i osuduje na nezaposlenost, dok drugi dio 
podvrgava imperativu realizacije pune vrijednosti na stroj utrosenog kapitala 
prije njegove prijetece devalvacije (zbog nove, jos efikasnije generacije 
strojeva). U kapitalistickoj proizvodnji strojevi nefungiraju samo kao 
konstantni (i fiksni) kapital, nego u potpunosti reproduciraju i cine razvidnom 
logiku reprodukcije kapitala u cjelini kao dominacije mrtvog rada nad zivim 
radom. 

Realna supsumcija rada pod kapital u poopcenoj primjeni strojeva u 
proizvodnji doseze tocku logicke i historijske kulminacije. Za realnu 
supsumciju karakteristicna atomizacija rada na sve jednostavnije, repetitivne 
zadatke u prvoj trecini dvadesetog stoljeca kapitalisticki rad u mnogim 
proizvodnim sektorima na koncu je svela na rad na tekucoj vrpci . 24 Ako u 
nekom sektoru i nije u potpunosti realizirana (ili ju zbog tehnoloskih i 
drustvenih specificnosti tipa rada nije moguce u potpunosti realizirati), 
tejloristicka logika atomizacije radnog procesa ipak predstavlja inherentni 
ideal kapitalisticke proizvodnje i k njemu logicki gravitira . 25 

Realna supsumcija podrazumijeva i proces progresivne intelektualne 
eksproprijacije radnika. U formalnoj supsumciji jezgru relevantnog znanja o 
radnom procesu i dalje cine naslijedene zanatske metode i tehnike rada. 
Prisvajanje tog znanja od strane kapitala, njegova parcelizacija i 
restrukturiranje u jednostavne i - s gledista radnika izolirane - radne 
zadatke, vazna je etapa u progresivnom gubitku kontrole radnika nad radnim 
procesom. Livid u radni proces kao funkcionalnu cjelinu, u sve vecoj mjeri 
postaje monopol kapitala . 26 Radnik je sve vise reduciran na zamjenjiv izvrsni 
instrument izoliranih, mehanickih, temporalno normiranih i od strane kapitala 
definiranih operacija. Kao i u slucaju drustvenog rada, znanje o radnom 
procesu i odluke o nacinu njegove primjene za radnika poprimaju oblik 
izvanjske sile personificirane u kapitalu. Prvobitna akumulacija stvorila je 
populaciju najamnih radnika kroz proces njihova nasilnog razdvajanja od 
sredstava za proizvodnju. U mjeri u kojoj znanja o radnom procesu 
predstavljaju "nematerijalan", ali materijalno uvjetovan oblik proizvodnih 
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26 I ovdje vrijedi: rijec je o inherent- 
nim opcim tendencijama kapita¬ 
listickog nacina proizvodnje pod 
realnom supsumcijom, ciji 
stupanj empirijske realizacije 
moze varirati iz razlicitih razlo- 
ga. Najpotpunije su realizirane u 
"fordistickoj" tvornici. No, kao 
sto je pokazao jos Braverman, ne 
staju ni pred vratima "srednjo- 
klasnih" zanimanja poput 
uredskog rada. Tony Smith 
iznosi podatke koji iste tenden- 
cije potvrduju i u suvremenom 
usluznom sektoru (poput call 
centara), iako tu poprimaju 
nesto drugaciji oblik, uvjetovan 
specificnostima usluznih 
djelatnosti. 

27 Ukljucujuci devalvaciju 
zanatskih kompetencija do 
razine suboptimalnosti u 
odnosu na novi standard koji 
namece strojna proizvodnja. 

28 Karakteristike koje se u tekstu u 
skracenoj formuli pripisuju 
"stroju", svoju historijski punu 
realizaciju imaju u krupnoj 
masineriji fordisticke tvornice. 
No, kako je vec receno, nju 
doista treba smatrati realiza- 
cijom inherentne logike kapita¬ 
listickog nacina proizvodnje, a 
ne kontingentnom aberacijom ili 
izuzetkom. 

29 Kritike tehnologije ili "tehnike" i 
"industrijske civilizacije" koje 
tematiziraju dehumanizirajucu 
degradacija rada, ljudskih 
proizvodnih kapaciteta i/ili 
subjektivnosti, a propustaju u 
njima prepoznati logicke 
manifestacije inherentnih 
imperativa kapitalistickog 
nacina proizvodnje, nuzno 
promasuju metu ili postaju 
zamjenskom operacijom koja 
kamuflira izostanak kritike 
kapitalizma kao takvog. Pro¬ 
blem, medutim, nije t ehnologija 
kao tehnologija, nego drustvena 
forma koju ona nuzno poprima, 
upregnuta u kapitalisticku 
teleologiju maksimizacije profi- 
ta. Brkanje jednoga s drugim nije 
samo analiticki propust, nego 
moze imati i dramaticne politic- 
ke posljedice. Heidegger je 
ilustrativan primjer slijepih ulica 
u koje to moze voditi. U odnosu 
na njegove filozofsko-poetske 
mistifikacije i navodno 
"profanije" umjetnicke 
tematizacije poput Chaplinovih 
Modernih vremena predstavlja 
primjer adekvatnijeg tretmana 


snaga, koji u pretkapitalistickoj proizvodnji u pravilu predstavlja monopol 
neposrednih proizvodaca, realna supsumcija i intelektualna eksproprijacija 27 
repliciraju i produbljuju logiku pokrenutu prvobitnom akumulacijom. U stroju 
akumulirano drustveno znanje i tehnoloske kompetencije time poprimaju 
materijalno konkretan oblik radniku izvanjske sile kojoj je podcinjen . 28 
Poopcenim uvodenjem strojeva u proizvodnju i ovisno o stupnju 
automatizacije radnog procesa, radnik sve vise postaje zamjenjivi apendiks 
stroju. Heteronomni karakter rada u kapitalistickoj proizvodnji tako s 
poopcenim uvodenjem strojeva u radni proces doseze moment svoje pune 
empirijske realizacije i produbljenja do razine degradacije doprinosa zivog 
rada na prilagodbu repetitivnom ritmu i zatupljujucem automatizmu stroja. 
Rad pod diktatom stroja (koji je produzetak i tehnoloska realizacija diktata 
kapitala) reprezentira disciplinsku utopiju totalne kontrole kapitala nad 
radnim procesom i predstavlja instrument njezina ostvarenja 29 . 

Dovrsena realna supsumcija rada pod kapital za rezultat ima 
degradaciju ljudskih proizvodnih snaga i njihovih potencijala. Radnikje lisen 
svake autonomije i mogucnosti oblikovanja procesa cija je jedina funkcija 
samooplodnja kapitala. Podvrgnut despociji strojeva koji predstavljaju 
mobilizaciju postignuca minulog drustvenog rada s iskljucivim ciljem 
ekspanzije kapitala, i sam je reduciran na funkcionalno integriran moment 
kapitala. Objektivirana vrijednost koju njegov rad stvara, prelazi u ruke 
kapitala i ulazi u novi ciklus proizvodnje, gdje u odnosu na radnika ponovno 
istupa kao strana, despotska sila. 

Masinski rad do krajnosti iznurava zivcani sistem i istovremeno 
prigusuje mnogostruku igru misica i oduzima coveku svaku slobodnu 
telesnu i duhovnu delatnost. Cak i olaksanje rada postaje sredstvom za 
mucenje, jer masina ne oslobada radnika od rada, vec njegov rad od 
sadrzaja. Svakoj kapitalistickoj proizvodnji, ukoliko nije samo proces 
rada, nego ujedno i proces oplodavanja kapitala, zajednicko je to da ne 
primjenjuje radnik uslove za rad, vec obratno - uslov za rad primenjuje 
radnika, ali ovo izvrtanje postaje tehnicki opipljiva stvarnost tek s 
masinom. Pretvorivsi se u automat, sredstvo za rad istupa prema 
radniku za vreme procesa samog rada kao kapital, kao mrtav rad koji 
gospodari zivim radom i isisava ga. Odvajanje duhovnih snaga procesa 
proizvodnje od rucnog rada i njihovo pretvaranje u sile kapitala nad 
radom zavrsava se [...] u krupnoj industriji, podignutoj na temelju 
masina. Delemicna umesnost individualnog, opustosenog masinskog 
radnika iscezava kao sporedna sitnica pred naukom, pred ogromnim 
prirodnim silama i masovnim drustvenim radom, koji su oliceni u 
masinskom sistemu i koji s njime cine moc "gazde" (master-a ). 30 

Posljedice u sferi rada predstavljaju vazan aspekt revolucionarnog 
restrukturiranja ukupnih drustvenih odnosa koje prati uspon i sirenje 
kapitalistickog nacina proizvodnje. One pripadaju sredisnjim fenomenima 
pobjednickog pohoda "kreativne destrukcije" tijekom kojegaje kapitalizam 
pomeo stare odnose ili ih podredio logici vlastite reprodukcije. Kanonsku 
formulaciju obuhvatnosti i traumaticne zestine tog procesa, Marx je dao u 
Komunistickom manifestu: 

Gdje god je dosla na vlast, burzoazijaje razorila sve feudalne, 
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problematike. Parafrazirajuci 
Horkheimera, kriterij 
relevantnosti glasi: Tko ne zeli 
govoriti o kapitalizmu, neka suti 
i o tehnologiji! 

30 Kapital I, str. 374-75. 

31 Karl Marx i Friedrich Engels, 
Komunisticki manifest, Zagreb, 
1998., str. 88-90 

32 U trecem poglavlju Komunistic- 
kog manifesta, Marx i Engels se 
s nekim od tih konkurentskih 
modela polemicki razracuna- 
vaju: s feudalistickim socijaliz- 
mom, malogradanskim socijaliz- 
mom, njemackim ili "istinskim" 
socijalizmom, itd.; str. 119-132. 


patrijarhalne i idilicne odnose. Onaje nemilosrdno pokidala raznolike 
feudalne spone koje su covjeka vezivale za njegova prirodnog 
pretpostavljenog ne ostavljajuci izmedu covjeka i covjeka nikakve druge 
spone osim golog interesa, osim bezosjecajnog "placanja u gotovini". 
Onaje u ledenoj vodi egoisticne racunice utopila svete drhtaje 
poboznog zanosa, viteskog odusevljenja, malogradanske sentimental- 
nosti. Onaje osobno dostojanstvo rastvorila u razmjenskoj vrijednosti i 
na mjesto bezbrojnih poveljama priznatih i valjano stecenih sloboda 
postavila jednu slobodu, slobodu nesavjesnog trgovanja. Jednom rijecju, 
na mjesto izrabljivanja prikrivenog religijskim i politickim iluzijama, ona 
je postavila otvoreno, bestidno, izravno izrabljivanje. 

Burzoazija je sa svih dotad postovanja dostojnih profesija na koje 
se gledalo s poboznim strahom skinula privid svetosti. Onaje lijecnika, 
pravnika, svecenika, pjesnika, covjeka od znanosti pretvorila u svoje 
placene najamne radnike. Burzoazija je s obiteljskog odnosa strgla 
njegov dirljivo sentimentalni pokrov i svela ga na cisto novcani odnos. 

[...] 

Sve sto je cvrsto i postojano pretvara se u dim, sve sto je sveto 
biva oskvrnavljeno ... 31 

S ekspanzijom kapitalizma centralni mehanizam podrustvljenja sve vise 
postaje trzisna razmjena. Stare spone se rastvaraju i ponovo vezuju u 
anonimni novcani neksus. U sferama ljudske djelatnosti koje zahvaca i 
komodificira, kapital se namece kao univerzalni posrednik i na mjesto 
autonomne logike polja postavlja heteronomnu teleologiju profitnog motiva. 
No, taj proces se nije odvijao bez trenja i otpora. S gledista populacija koje su 
njime zahvacene, Marxov opis iz Manifesta prije svega identicifira traumatsko 
jezgro oko kojega su se formirali najrazlicitiji projekti politickog osporavanja i 
drustvenih protumodela (i prije i poslije Marxove intervencije). Ovisno o 
klasnim i ideoloskim pozicijama protagonista, tvore spektar koji je sezao od 
feudalno restaurativnih tendencija do revolucionarnog radnickog pokreta, 
cijem stasanju i usmjeravanju je doprinio i sam Manifest . 32 Tim se historijatom 
ovdje necu dalje baviti (ili bar ne neposredno). Umjesto toga, u nastavku cu 
paznju posvetiti problematici koja se u pravilu ne tematizira u kontekstu 
uspostave kapitalistickog nacina proizvodnje, a u jos manjoj mjeri u korelaciji 
s pitanjem supsumiranog rada - problematici normativnog utemeljenja 
umjetnosti kao autonomne oblasti. 

Teza ovog clanka je da konstitucija estetskog kao autonomne sfere 
predstavlja emfaticnu, ali kamufliranu reakciju na uspon heteronomne logike 
kapitala do statusa dominante u sirokom rasponu drustvenih sfera i odnosa. 

U takvom citanju samo-konstitucija autonomije umjetnosti na temelju 
programski eksplicitnog distanciranja od svake egzogene problematike i 
normativnosti, nije opovrgavanje te teze, nego postaje njezina implicitna 
potvrda. Kao sto cemo pokazati, normativni sadrzaj estetske teorije kojom je 
umjetnost utemeljena kao autonomna sfera, u centralnim tockama polemicki 
zrcali karakteristike pod kapital supsumiranog rada i robne forme, i to u 
obliku njihove direktne normativne inverzije. 


Autonomna umjetnost, heteronoman rad 
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33 Theodor Wiesgrund Adorno, 
Versuch uber Wagner, Munchen- 
Zurich, 1964., str. 88; citirano u: 
Peter Burger, Teorija Avangarde, 
Zagreb, 2007., str. 47. 

34 H. Kuhn, Asthetik, u: Das Fischer 
Lexikon. Literatur 2/1, ur. W.-H. 
Friedrich/ W. Killy, Frankfurt, 
1965., str. 52-53; citirano u: 
Teorija Avangarde, str. 56. 

35 Teorija Avangarde, str. 56 

36 Isto, str. 56-7. 

37 Immanuel Kant, Kritika mod 
sudenja, Beograd, 1975., str. 204. 


Nikakva autonomija umjetnosti se ne moze zamisliti bez prikrivanja 
rada. 33 

Tek u 18. stoljecu pojam umjetnosti pocinje obuhvacati fenomene poput 
knjizevnosti, glazbe, slikarstva i arhitekture u sumarni naziv, koji te prakse 
eksplicitno diferencira od svih drugih ljudskih djelatnosti i pripisuje im 
zajednicke znacajke i logiku. "Razlicite su umjetnosti oslobodene svojih veza 
sa zivotom i shvacene su kao jedna raspoloziva cjelina [...]; a ta cjelina je kao 
carstvo neshvrhovitog stvaranja i bezinteresnog [svidanja] suprotstavljena 
zivotu drustva" 34 U tom procesu izolacije umjetnickih praksi i njihove 
integracije u zasebnu i autonomnu oblast s vlastitim zakonima, kljucan 
trenutak predstavlja Kantova teorizacija estetickog sudenja kao bezinteresnog 
svidanja. Rijecima Petera Burgera: 

Tek konstituiranjem estetike kao samostalnog podrucja filozofske 
spoznaje nastaje onaj pojam umjetnosti koji ima za posljedicu to da se 
umjetnicko stvaranje izdvaja iz zivotnog totaliteta drustvenih aktivnosti 
i njemu se apstraktno suprotstavlja. 35 

No, odredenje odnosa umjetnosti s "totalitetom drustvenih aktivnosti" kao 
"apstraktno suprotstavljanje" i samo je historijski i drustveno apstraktno. Tek 
odredenje Kantove definicije pojma interesa kao "povezanosti s mod 
htijenja", Burgeru omogucuje da pri identifikaciji "totaliteta drustvenih 
aktivnosti" u odnosu na koji se estetsko utemeljuje kao sfera bezinteresnog 
svidanja bude historijski konkretniji; 

Ako je moc htijenja ona ljudska sposobnost koja sa strane subjekta 
omogucuje drustvo utemeljeno na principu maksimizacije profita, tada 
Kantovo osnovno nacelo opisuje i slobodu umjetnosti naspram prisila 
nastajuceg gradansko-kapitalistickog drustva. Estetsko je koncipirano 
kao podrucje koje je izdvojeno iz principa maksimizacije profita koji 
vlada svim podrucjima zivota. 36 

Burgerov zakljucak se moze ciniti brzopletim. No, distinkcija interesno/ 
bezinteresno za Kanta je tek apstraktno konceptualno polaziste za izvodenje 
normativnih odredenja koji kriterije prosudbe "istinske" umjetnosti situiraju 
na konkretnijoj razini, u odnos direktne opreke s najamnim radom: 

...lepa umetnost mora u dvostrukom smislu da bude slobodna 
umetnost: kako po tome da ona nije, kao najamni posao, neki rad cija 
velicina moze da se oceni, iznudi ili plati prema nekom odredenom 
merilu, tako i po tome da se dusevnost u njoj, doduse, u njoj zaposljava, 
ali se pri tom ipak oseca zadovoljena i probudena, ne ocekujuci 
ostvarenje neke druge svrhe (nezavisno od nagrade). 37 

Striktni normativni kriteriji koji definiraju umjetnost ovdje proizlaze 
neposredno iz procesa njezine proizvodnje. U eksplicitnoj opreci spram 
najamnog rada, umjetnicki rad je Slobodan. Karakterizira ga nemogucnost 
njegove kvantifikacije ili vrednovanja prema nekom izvanjskom kriteriju. 
Stvaranje umjetnickog djela nije moguce iznuditi ili potaknuti novcem. Proces 
stvaranja je lisen tegobe, izvanjske prinude, potrebe ili diktata i predstavlja 
samostalan i samodostatan izvor zadovoljstva, bez anticipacije druge koristi 
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38 Jasno je da bi dosljednom 
primjenom tih kriterija bila 
diskvalificirana gotovo sva 
umjetnicka proizvodnja i prije i 
poslije Kanta (s eventualnim 
izuzetkom diletantizma). No, 
pitanje deskriptivne plauzibilnosti 
u ovom je kontekstu sporedno. 
Odnosno, upravo 'utopijski' 
karakter njezinih normativnih 
ambicija dozvoljava daju se cita 
kao protu-model kapitalistickoj 
proizvodnji. I upravo taj 'utopijski' 
moment je tajna njezina 
dalekoseznog utjecaja kako na 
teoriju, tako i na samopoimanje 
umjetnickih praksi sve do danas. 
To, dakako, ne znaci da nije bilo i 
kriticne recepcije ili otvorenih 
osporavanja, kako u teoriji tako i u 
umjetnickoj praksi. No, pazljiviji 
pogled na povijest tih osporavanja 
otkriva da su uvijek iznova bila 
prisiljena kretati od 'kantovske' 
normativne estetike kao 'nulte 
razine' diskursa o umjetnosti. 

Zbog toga se i povijest njezinih 
negacija na koncu ispostavlja kao 
povijest njezine daljnje 
sveprisutnosti (njezini ucinci se 
daju slijediti sve do 
dvadesetostoljetnih formalizama, 
ali i autora poput Adorna ili 
Clementa Creenberga). Ograni- 
cenja prostora ne dozvoljavaju da 
ovdje dublje ulazim u tu 
problematiku. Za elaboraciju ovih 
teza, osim vec navedene Teorije 
Avangarde, vidi: Peter Burger, Zur 
Kritik der idealistischen Asthetik, 
Frankfurt am Main, 1983. te Paul 
Mattick, Art in its Time: Theories 
and Practices of Modern Aesthetics, 
London-New York, 2003. 

39 U razmatranje ambivalencija i 
kontradikcija Kantova odnosa 
prema konceptu genija zbog 
svijesti o njegovim "iracionalis- 
tickim opasnostima" ovdje zbog 
manjka prostora ne mogu ulaziti. 
Vidi: Zur Kritik der idealistischen 
Asthetik, str. 104-7 

40 Paul Mattick: "S gledista umjet- 
nika, umjetnost, kao samousmje- 
rena aktivnost oznacava 
superiornost u odnosu na uvjete 
najamnog rada koji predstavljaju 
sudbinu vecine covjecanstva u 
burzoaskom drustvu". Art in its 
Time, str. 107. O aristokratskim 
momentima u Kantovoj koncep- 
tualizaciji umjetnickih sloboda u 
opreci spram najamnog rada, vidi: 
Isto, str. 42. 

41 Isto, str. 43 


ili buduce nagrade. On predstavlja afirmaciju osobne autonomije stvaraoca, 
neogranicene izvanjskim ciljevima ili tudom voljom. Sukladno tome, jedino 
objekti cijim nastajanjem i oblikovanjem upravlja nuznost koja proizlazi iz 
unutarnjih, autonomnih poriva stvaraoca mogu biti umjetnicka djela, samo 
predmeti liseni svake pragmaticne i ekonomske kalkulacije i funkcije mogu 
postati i estetski objekti - objekti ciji smisao postojanja se iscrpljuje u 
"bezinteresnom svidanju" koje pobuduju. 

Kantova normativna estetika tako se bez poteskoca prevodi u niz 
direktnih negacija karakteristika kapitalistickog radnog procesa i robne forme. 
Nasuprot robi, kojoj je primarna razmjenska vrijednost (njezina iskljuciva svrha 
je razmjena za novae), dok njezina upotrebna vrijednost predstavlja samo 
nuzan uvjet realizaeije u njoj sadrzane vrijednosti, estetski objekt nema svrhe 
izvan sebe samoga i ne proizvodi se s ciljem razmjene. Roba je po definieiji 
podlozna zakonu ekvivalencije, njezina vrijednost se izrazava odredenim 
kvantitetom novea (kao univerzalnog ekvivalenta) prema drustveno 
potrebnom radnom vremenu koje vrijedi za njezinu proizvodnju. Nasuprot 
tome, vrijednost umjetnickog djela, kao rezultata slobodnog stvaralackog 
procesa umjetnika, nije moguce odrediti kvantitativno, prema kriteriju 
utrosenog radnog vremena, pa otpada i moguenost ekvivalencije. Nasuprot 
novcu kao univerzalnom ekvivalentu koji sve robe veze u odnos sumjerljivosti i 
izrazava i "regulira" njihove kvantitativne razmjenske odnose, umjetnicko djelo 
predstavlja cistu singularnost koja stoji izvan svih relacija kvantitativne 
redukeije i sumjerljivosti. Sukladno tome, razmjena umjetnickog djela za novae 
znacila bi njegovo nasilno svodenje na odnos ekvivalencije i pretvaranje u 
sredstvo izvanjskog interesa, a time i diskvalifikaeiju kao umjetnickog djela 38 . 
Robaje proizvod specificnog drustvenog odnosa, podvrgavanja radnika 
heteronomiji kapitala. Nesloboda najamnog radnika je konstitutivan aspekt 
poopcene robne razmjene koja historijski nastupa s kapitalizmom. Njegova 
radna snaga i sama je prisiljena poprimiti oblik robe. Radnik je principijelno 
zamjenjiv s drugim radnikom. S napretkom realne supsumeije i uvodenjem 
strojeva u proizvodnju, on to u sve vecoj mjeri i funkcionalno postaje. Nasuprot 
tome, umjetnik je apsolutno autonoman. Njegova autonomija je normativno 
kodificirana u konceptu genija. Genij 39 , kao normativni protu-model 
heteronomnom kapitalistickom radu, nositelj je odlike singularnosti. Dok 
proizvod rada najamnog radnika predstavlja vlasnistvo kapitala i na etiketi 
nosi njegovo ime koje ga identificira kao "proizvodaca", singularnost stila i 
autoritet potpisa identificiraju umjetnika-genija kao iskljucivog duhovnog 
vlasnika djela koje je stvorio, kao Slobodan izraz vlastite autonomije 40 . 

Usprkos svim kritickim revizijama i modifikaeijama nekih postavki 
Kantove estetike, centralnost najamnog rada kao negativnog pola u odnosu 
na koji se umjetnost pozitivno konstituira, nalazimo i kod Schillera: 

Obzirom da je rad, kao najamni rad, obiljezen anti-umjetnickim 
svojstvima placenicke kulture, ne iznenaduje da se upravo igra javlja kao 
olicenje estetskog impulsa. Taj motiv je svoju najpotpuniju razradu 
dobio u Schillerovu Estetskom odgoju covjeka na kraju osamnaestog 
stoljeca. I za Schillera "narav naseg doba" definira "zapanjujuca opreka 
izmedu suvremenog covjecanstva i onoga ranijih vremena, posebno 
Grka". S razvojem podjele rada, ejelovita ljudska licnost antike je 
razbijena na fragmente, "te vidimo kako i citave ljudske klase, a ne samo 
pojedinci, razvijaju tek dio svojih potencijala, dok ostale, poput 
zakrzljalih izraslina, naziremo samo u nejasnim tragovima." 41 
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42 Friedrich Schiller, O estetskom 
odgoju covjeka u nizu pisama, 6. 
pismo, str. 38, Zagreb, 2006., 
citirano u: Teorija Avangarde, str. 
59- 


43 Art in its Time, str. 43 

44 Teorija Avangarde, str. 58 

45 Isto, str. 58 

46 Tako Burger na koncu odreduje 
svoj prijedlog za ne-metafizicku 
definiciju umjetnicke prakse. 
Vidi: Zur Kritik der idealistischen 
Asthetik, str. 112. 


Veza izmedu progresivne podjele rada i njegove fragmentacije s degenera- 
cijom ljudske subjektivnosti za Schillera je eksplicitna i kauzalna: 

Vjecno prikovan samo za jedan zaseban i malen komadic cjeline, covjek i 
sebe sama izgraduje tek kao ulomak i fragment, i buduci da mu je 
konstantno u uhu samo onaj jednolik zvuk kotaca kojeg uokolo tjera, on 
nikad ne razvija harmoniju svog bica, pa umjesto da u svojoj prirodi 
izrazi i istakne ljudskost i covjestvo, on postaje tek slikom i prilikom 
svojih poslova, svog znanja i umijeca 42 

U tako definiranoj problematic! epohe, "zadatakje umjetnosti, kao izraza 
nagona za igrom, da rekonstituira fragmentiranu ljudsku osobu" 43 i ponovno 
uspostavi izgubljeni totalitet. Polazeci od Kanta, Schiller tako dospijeva do 
prividno paradoksalnog pokusaja "odredivanje drustvene funkcije 
estetskog" 44 , obzirom da je 

Kant naglasio upravo bezinteresnost estetickog suda, a time i, kako se 
na prvi pogled cini, implicitno odsustvo funkcije umjetnosti. Schiller 
pokusava iznijeti dokaz da je umjetnost upravo zbog svoje autonomije i 
svoje ravnodusnosti spram neposredne svrhe u stanju ispuniti zadacu 
koja nigdje drugdje ne moze biti ispunjena... 45 

No, prividni raskid s Kantom mozemo citati i kao programsku eksplikaciju 
agende koja je implicitno bila sadrzana u samoj utemeljiteljskoj gesti 
teorijskih argumenata u prilog autonomije umjetnosti. Ako je ona sve do 
razine normativnog odredenja umjetnickog stvaralackog procesa, njegovih 
objektivnih i subjektivnih uvjeta i rezultata, obiljezena problematikom 
najamnog rada - i to u obliku eksplicitne negacije kako njegova strukturno 
heteronomnog karaktera, tako i svih posljedica po radni proces koji iz toga 
proizlaze, onda i projekt konstitucije estetskog kao autonomne sfere od 
pocetka podrazumijeva zatajenu drustvenu agendu. Kao normativni protu- 
model najamnom radu predstavlja oblik reakcije na njegovu ekspanziju, koja 
je konstitutivan aspekt uspostave i ekspanzije kapitalistickih drustvenih 
odnosa. Zahtjev za autonomijom u tom je smislu u nuznoj kontradikciji s 
normativnim pragom koji si programski sam zadaje, jerje heteronomijom 
koju negira uvijek vec kontaminiran kao uvjetom vlastite formacije. Nadalje, u 
osnovi proto-politicki impuls sadrzan u normativnom odbijanju drustvene 
realnosti supsumiranog rada dislocira u transcendentnu utopijsku projekciju 
u uvjetima napredujuceg historijskog suzavanja mogucnosti njezine 
drustvene realizacije. 

Ideja autonomije umjetnosti tako je istovremeno kompenzacijska gesta 
i utopijska enklava u kojoj se formira i cuva ideal "slobodnog rada" 46 . 

Medutim, zahtjev za autonomijom historijski se prije svega (ako ne i 
iskljucivo) realizirao kao uspostava institucije umjetnosti i proliferacija njezinih 
aparata. A oni su od prvoga trenutka osudeni zivjeti pod sjenom prijetece 
apsorpcije u trziste (uspostava umjetnickog trzista i relativna komodifikacija 
umjetnickog rada bili su realnost vec u Kantovo vrijeme) ili u nelagodnoj i 
napetoj simbiozi s drzavnim aparatima. S tog gledista, povijest umjetnosti od 
trenutka normativne afirmacije njezine autonomije naovamo moguce je citati 
i kao bjesomucnu smjenu strategija na liniji kontinuiranog bijega prema 
naprijed, do larpurlartizma i razlicitih formalizama (koji cesto nisu bili nista 
vise od drugog imena za ovo prvo) kao posljednjih logickih konzekvenci i 
bedema obrane. Ali i kao paralelnu povijest refleksivne problematizacije tih 
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47 To je, dakako, centralna 
problematika Burgerove Teorije 
Avcmgarde. 

48 llustrativan primjer predstavlja 
povijest recepcije rada Jacksona 
Pollocka. Mattickju iscrpno 
komentira. Vidi: Art in its Time, 
str. 152-73. 


tendencija, koja kulminira u napadu historijskih avangardi na samu instituciju 
umjetnosti 47 . Umjetnicke strategije normativnog produbljivanja zahtjeva za 
autonomijom sve do elitizma formalisticke autarkije (ili autizma), nisu uspjele 
sprijeciti svoju instrumentalizaciju i trzisnu apsorpciju 48 ; kao sto ni historijske 
avangarde nisu uspjele sprijeciti vlastitu bezbolnu integraciju u instituciju 
umjetnosti, sa statusom samo jos jedne pacifirane epizode njezine povijesti. 

Dakle, i prema imanentnim kriterijima, projekt uspostave autonomije 
umjetnosti ispostavio se kao problematican i kontradiktoran. Iz perspektive 
teze o njegovoj genezi kao dislocirane reakcije na problematiku 
supsumiranog rada, i uspjeh po imanentnim kriterijima ionako bi bio samo 
drugo nalicje fundamentalnijeg poraza. Obecanje slobodnog rada koje se 
unaprijed limitira na ekskluzivnu i hermeticno odijeljenu sferu i u slucaju svoje 
potpune realizacije bilo bi irelevantno u odnosu na razmjere problematike iz 
koje je proizaslo. Ne mozemo si priustiti odbacivanje normativne afirmacije 
ideala slobodnog rada na kojoj pociva projekt konstitucije autonomne 
estetske sfere. No, njezina realizacija na razini zadanog problema zahtijeva da 
ga se ne limitira na izdvojenu sferu umjetnickog rada, nego poopci na 
drustveni rad u cjelini. A to je istoznacno s njegovim oslobadanjem iz 
supsumpcije pod kapital i emancipacijom od diktata njegove reprodukcije. 
Neovisno o ulozi koju ce umjetnost pritom u buducnosti igrati, to je prije 
svega politicki zadatak. 
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Autonomy of 
the Aesthetic 

Stipe Curkovic 


oi Karl Marx, Capital, Volume I, 
Harmondsworth, 1976, p. 875 


The making of a population without means of production 


02 Ibid, p. 875 


n the final part of volume one of Capital, entitled 'So-Called 
Primitive Accumulation', after having elaborated in the preceding 
parts the systemic logic of the already fully established capitalist 
mode of production, Marx turns to the question of its historical 
genesis. Drawing on the examples of England, Scotland and Ireland, 
Marx describes the history of the violent birth of a class "robbed of 
all their own means of production, and all the guarantees of 
existence" 01 . The history of the separation of the peasants from 
their land, "the history of their expropriation, is written in the annals of 
mankind in letters of blood and fire." 02 The making of this population will 
prove to be a decisive breaking point in human history. It marks the moment 
of birth of the mode of production, the mode of social reproduction and the 
regime of distribution of the fruits of social labour in which we live to this 
day. Its establishment entailed the breaking of feudal forms of direct and 
personalised subordination to old masters. But this political liberation was 
followed step by step by the 'liberation' of vast populations from the 
ownership of the means necessary for their reproduction. The personalised 
coercion of the authority of the feudal lord was replaced by the anonymous 
economic compulsion of a struggle for survival without any of the former 
guarantees codified by tradition. The only remaining path of access to the 
means of subsistance, now available only as commodities (i.e. as the 
commodified products of others' labour) exchanged for money on the 
market, entailed the prior selling of one’s own capacity for labour on the 
labour market. Feudal heteronomy was replaced by capitalist heteronomy, 
hidden beneath the freedom to sell one’s labour power to the owners of the 
means of production. The democratic revolutions that followed did not 
emancipate workers from the compulsion of entering into relations in which 
others commanded over their work and appropriated its products. On the 
contrary, to a considerable extent, they resulted in the juridical codification 
and political normalisation of this compulsion. By means of a strict limitation 
of democratic pretensions to a separate 'political sphere' and its procedures, 



Heteronomy of Labour/ Autonomy of the Aesthetic 

Stipe Curkovic 


Frakcija #60/61 

Artistic Labour in the Age of Austerity 


35 


03 For an elaboration of the 
historical and theoretical 
trajectory of the narrowing of 
democracy to a 'purely' political 
sphere, see: Ellen Meiksins 
Wood, "The separation of the 
'economic' and the 'political' in 
capitalism" u: Democracy 
Against Capitalism: Renewing 
Historical Materialism, 
Cambridge, 1995, p. 19-48. 

04 Capital, Volume I, p. 1061 

05 For the elaboration of the 

concept of the collective worker 
and of much that follows, see: 
Michael Lebowitz, Beyond 
Capital: Marx's Political 
Economy of the Working Class, 
New York, 2003, p. 199-202 

06 Ibid, p. 200 

07 Ibid, p. 88 


a sanitary corridor was established, which protected economic relations from 
undesired democratic interferences. 03 

The inaugural violence of the separation of broad masses of the 
population from the means of production and self-reproduction continues to 
live on in the form of the normalised economic compulsion forcing wage 
labourers to continuously sell their labour power to others. The reproduction 
of capital continuously reproduces the wage labourer as the condition of its 
own possibility. The wage ensures merely the reproduction of the worker, 
who is therefore forced to continue re-entering the labour market in search 
of a buyer for his capacity to perform work, in an enduring competitive 
struggle with all other members of his class. In and through this circular 
movement, capital continuously grows by appropriating surplus value which 
then becomes new capital, while the worker "emerges from the process as he 
entered it, namely as a merely subjective labour-power which must submit 
itself to the same process once more if it is to survive." 04 Capital keeps the 
products of labour and carries them to the market as commodities. In the 
case of commodities which that enter the worker's consumption basket, 
capital - now in the role of seller - takes for the worker the form of source of 
the means of subsistence, with the market as mechanism of allocation. At he 
aggregate level, the commodities capital sells represent merely the products 
of the "collective worker" 05 (all workers as the class of immediate producers). 
But from the position of the worker as buyer on the market, the fruits of the 
collective labour of his class are accessible only via capital as instance of 
mediation. Capital thereby places itself between the workers and separates 
them not only from the products of their own immediate labour, but also 
from the products of the collective worker. This is a condition of possibility of 
the reproduction of capital. It imposes itself as mediator of the fruits of social 
labour in a society based on the division of labour 06 and thereby ties the 
worker with firm chains into a relationship of double dependence: once in the 
form of buyer of his labour power and the source of his wage; then, a second 
time, as mediator of the means of subsistence: 

...as owner of the products of labour, capital separates the producers 
from those who consume - both individually and productively; the 
division of labour within society is mediated by capital as owner of 
means of production and articles of consumption [...]. 

Just as capital is the mediator for wage-labour, separating the worker 
from her labour-power as property, from her labour as activity and from 
the product of her labour - so also is capital the mediator between 
wage-labourers in each moment of the circuit of capital. 07 

This relationship of double dependence of wage labour on capital is 
constitutive of the capitalist mode of production. The reproduction of this 
dependence is a necessary aspect of the reproduction of capital - it is both 
its condition of possibility and continuously produced result. The criteria of 
this double dependence on capital is what defines the class position of wage 
labour in all historical forms and variations of capitalism. The extent to which 
it represents an economic and existential reality for broad masses of 
population today, is at the same time confirmation of the explanatory 
relevance of the categories of Marxist class analysis. Claims about the 'end of 
class society' or the 'obsoleteness' of the apparatus of Marxist class theory 
rested to a large extent on the rise and expansion of the 'welfare state' in the 
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08 This, however, should not be 
overestimated: »...the services 
of the welfare state are usually 
provided on condition of the 
sale of ones labour power (or 
the willingness to do so): unem¬ 
ployment benefits and pensions 
are determined by earlier wages. 
This in itself functions as a disci¬ 
plinary mechanism on many 
wage labourers. In addition, for 
those capable of work, unem¬ 
ployment benefits and social se¬ 
curity are provided on condition 
that they actively search for 
buyers of their labour power. 
When this is not the case, the 
relevant state institutions use 
the reduction or complete ter¬ 
mination of payments as a 
means of disciplinary enforce¬ 
ment. Welfare state services 
therefore in no way free from 
the obligation to sell ones la¬ 
bour power.", Michael Heinrich, 
Kritik der politischen Okonomie - 
Eine Einfiihrung, Stuttgart, 2005, 
p. 213. Despite this, it is neces¬ 
sary to note that the levels of 
material security which the wel¬ 
fare state provided at its peak 
differ qualitatively significantly 
from both the conditions of re¬ 
production of wage labour be¬ 
fore its establishment and the 
increasingly precarious situation 
in the neoliberal period which 
followed it. 

09 This is, of course, an extremely 
schematic 'presentation', which 
leaves out many theoretically 
and politically relevant ques¬ 
tions: from the macroeconomic 
and geopolitical reasons for the 
'Keynesian' turn in developed 
capitalist countries, to the ques¬ 
tion of the role of organised la¬ 
bour in gaining these 'conces¬ 
sions' to its material interests. In 
the context of this paper, the 
consideration of these factors 
and circumstances is not of par¬ 
amount importance. For the 
same reason, I will not deal in 
depth with the question of the 
theoretical (and ideological) re¬ 
ception of the significant rise in 
the mass and scope of con¬ 
sumption goods accessible to 
workers in this period. Contrary 
to standard patterns of inter¬ 
pretation, changes in the con¬ 
sumption habits of workers do 
not refute Marxian class analy¬ 
sis. They are relevant at the level 
of ethnographic and sociological 
description. Marx's class analysis 
is located at a higher level of ab- 


post-war period, which seemed to provide them with empirical plausibility 
(or, at least, its semblance). The welfare state took the role of a source of 
decommodified services which, to a certain degree, guaranteed the 
reproduction of the population without means of production at a lower level 
of immediate dependence on the success of the selling of its labour power to 
capital and the market as central source of means of subsistence. 08 It also 
increasingly served as employer, and thereby - to the extent that the 
situation on the labour market approximated the declarative 'Keynesian' goal 
of full employment - contributed to the relative strengthening of labour's 
position vis-a-vis capital. 09 Wage labour for capital did not disappear, of 
course.™ It was self-employment that steadily declined in the developed 
capitalist countries in this period. But the institutions of the welfare state, by 
providing various decommodified services at an historically unprecedented 
degree, replaced capital in a number of sectors of great importance for social 
reproduction as a whole as mediator of the fruits of aggregate social labour 
and thereby to some extent lowered the degree of immediate dependence of 
workers on capital. Yet, from the moment of institutional inception, this 
relatively favourable regime of reproduction for wage labour was recognised 
as a potential source of irreconcilable contradictions. 11 High levels of 
employment (with a growing share of public sector employment) and 
relatively high levels of social security presented threats to the disciplinary 
efficiency of market mechanisms, especially in the labour market. While profit 
rates remained high and rising wages did not surpass productivity growth, 
the post-war regime of the welfare state did not pose a serious challenge to 
the reproduction of capital. But when profit rates declined in the mid¬ 
seventies to levels which negatively effected the rate of accumulation, 
capitalism was in crisis, and so was the 'Keynesian' model and its political and 
institutional 'solutions'. The neoliberal offensive represents the organized 
political response of capital to this crisis. Its goal is the re-establishing of 
profitability as condition of successful reproduction of capital. 12 This entailed 
the revision of the role of the state and its partial withdrawal as source of 
decommodified means of reproduction of the workers. 13 The shrinking of the 
public sector, privatisation of public enterprises (opening new fields of 
accumulation), the re-commodification of social services (i.e. their 
subsumption under the commodity form and distribution via market 
transactions in exchange for money) or outright slashing, the 'flexibilisation' 
of labour markets to the advantage of capital and the precarisation of 
employment, represent mechanisms whose aim and effect is to tie wage 
labour again more immediately to capital as mediator in access to both 
means of production and means of reproduction. In the neoliberal period, the 
reproduction of wage labour is again pushed towards a deeper immediate 
integration into the cycles of capital's reproduction. The growth of 
unemployment plays a significant role in this respect as a disciplinary 
mechanism pushing down wage levels (and as reserve pool for future 
accumulation). The flexibilisation of labour market legislation and the 
neoliberal transformation of working conditions in formerly privileged 
'middle class' sectors guarantees that the threat of drifting into the surplus 
population becomes a palpable danger for anyone who refuses (or is not 
capable of) submission to the needs of capital’s reproduction. 'Precarisation' 
is merely another name and form of appearance of pushing vast masses of 
the population towards deepening and more encompassing 
proletarianisation, in precisely the sense in which Marx defined the condition 
and fate of the proletariat in the capitalist mode of production: without 
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straction, identifying constitu¬ 
tive invariables of the capitalist 
mode of production. An identifi¬ 
cation of the proletariat in the 
sense given to this concept in 
Capital with any sociologically 
and ethnographically specific 
working class at any historically 
concrete point of capitalism's 
development is the result of a 
confusion of levels of analytical 
abstraction. Regardless of how 
important, necessary and pro¬ 
ductive analyses of the latter 
kind are on their own terms, 
they do not provide an adequate 
foundation for a relevant cri¬ 
tique of Marxian class analysis. 
The same applies vice versa: the 
'fundamental' class analysis pro¬ 
vided in Capital, can never re¬ 
place sociologically and ethno¬ 
graphically concrete analysis of 
historically concrete classes. For 
the simple reason that these 
models do not present mutually 
exclusive models competing at 
the same level of abstraction, 
but rather complementary re¬ 
search projects at different levels 
of abstraction. In writings such 
as The Eighteenth Brumaire, 

Marx himself provided examples 
of a class analysis of the histori¬ 
cally concrete sort. To assume a 
contradiction with the terms of 
class analysis in Capital is merely 
to attest to ones own theoreti¬ 
cal confusion. For an elaboration 
of similar arguments, see: Sven 
Ellmers, Die formanalytische 
Klassenanalyse von Karl Marx: 

Ein Beitrag zur 'neuen Marx-Le- 
kture', Duisburg, 2007. 

10 In the sense of the kind of la¬ 
bour constitutive of the capital¬ 
ist mode of production, which 
Marx calls 'productive' - labour 
generating surplus value. See: 
Capital, Volume I, p. 1038-1049. 

11 Michael Kalecki has pointed out 
as early as 1943 the structural 
limits of any policy of full em¬ 
ployment under capitalist rela¬ 
tions of production. See: Michael 
Kalecki, Political Aspects of Full 
Emloymen t, http://mrzine. 
monthlyreview.org/2010/ka- 
lecki2205io.html 

12 For an account of the post-war 
regime, its crisis and the political 
replies to it, see: Andrew Clyn, 
Capitalism Unleashed: Finance, 
Globalization, and Welfare, Ox¬ 
ford-New York, 2006. Clyn was a 
noted proponent of the 'profit 
squeeze' theory, which identifies 


means of production and means of subsistence and therefore forced to live 
by the selling of its labour power. While it may have seemed that the rise of 
the welfare state would lead towards the progressive growth of wage 
labour's relative autonomy from capital's immediate imperatives, the 
neoliberal reaction has emphatically reasserted and deepened the structural 
heteronomy of wage labour in capitalism. 


The labour process: formal and real subsumption 

Karl Polanyi has famously called the labour market the "most potent of all 
modern institutions" with whose "all-round effects" 14 no other can be 
compared. Wage labourers as owners of their own labour power are free to 
dispose of it as they please. Yet, the successful realisation of this freedom in 
the labour market, in which they are placed in a competitive relationship with 
the rest of their class, entails the entering of a contractual relationship with 
capital by which they transfer to it the right to command over their labour 
power for an agreed upon period of time. The freedom to freely dispose of 
their labour power is thereby realised as the 'free' submission to the 
despotism of capital. This is the formula of inversion of the formal freedom 
of wage labour into the very form of its un-freedom, characteristic of 
capitalism. 

By selling his/her labour power, the worker enters the production 
process in which he/she is reunited with the means of production, which are 
owned by the capitalist. In that process she becomes herself a function and 
form of capital - variable capital, who, in the form of the product of her 
labour, transfers the value her labour has created to the capitalist. The labour 
of the worker is thereby subsumed under the process of production of 
capital. The capitalist appears as the organiser and orchestrator of the 
production process into which enter the means of production and labour 
power. Both he has bought on the market, now he unites them in production 
in the hope that the time he commands over the labour power in of the 
worker in production will result in a quantity of commodities whose 
objectified value exceeds the value he has spent on the purchase of labour 
power and means of production. In that case, and if he manages to sell the 
commodities at their full value (for the sake of argument, we here assume 
that commodities are sold at their value), the realised value in the form of 
money will exceed the quantity of money with which he entered 
production. 15 The difference between these two quantities of money is the 
monetary expression and equivalent of the surplus value which the workers 
has produced and capital has appropriated. The expansion of the quantity of 
money from quantity M to quantity M', between which is nested the 
productive process and the sale of the commodities it resulted in, is the 
founding speculative wager of the capitalist mode of production and the sole 
reason for commencing production. The worker, the raw materials, the 
machines, and the characteristics of the finished product are for the capitalist 
merely necessary temporary forms of metamorphosis of the cycle of self- 
valourising value expressed in the formula M-C-M', and serve no other 
purpose than this self-valourisation. A productive cycle which does not result 
in the growth of value in money form is for capital a failure, regardless of the 
use values of the commodities produced or the social need for them. This is 
the only 'ethics' and rationality of capital, and its fundamental driving force. 
The kind and form of commodities produced, their ecological and health 
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the causes for the critical de¬ 
cline in profit rates in the 1970s 
in rising wage demands by 
workers. Other authors see the 
causes in the intensification of 
international competition, or 
the rising organic composition 
of capital. For an example of the 
former variant, see: Robert 
Brenner, The Economics of Global 
Turbulence, London-New York, 
2006. For an example of the lat¬ 
ter interpretation, see: Gugliel- 
mo Carchedi, "Behind and be¬ 
yond the crisis". International 
Socialism 132, 2011., http://www. 
isj.org.uk/index. 
php4?id=76i&issue=i32. Yet, ir¬ 
respective of whether rising 
wages are an adequate explana¬ 
tion of the crisis, the pressure on 
wage levels (and other forms of 
workers' remuneration) doubt¬ 
lessly becomes one of the in¬ 
struments used by capital in the 
neoliberal period in the attempt 
to raise profit rates again. To 
what extent neoliberalism has 
been successful in this respect is 
itself a controversial issue. How¬ 
ever, dealing with these ques¬ 
tions here would by far exceed 
the problematic of this text. The 
same is true of the problematic 
of financialisation and the theo¬ 
retical arguments surrounding 
the question whether or not it 
can be interpreted as a reaction 
to falling profit rates in the pro¬ 
ductive sector. None of this can 
be dealt with here. 

13 Very schematically and simpli¬ 
fied, a few remarks on the state 
in capitalism. To the extent that 
capitalist production represents 
the dominant mode of produc¬ 
tion, the state's own reproduc¬ 
tion is dependent on tax reve¬ 
nue, which, in turn, tends to be 
closely linked and dependant on 
successful accumulation of capi¬ 
tal. By this criteria alone, the 
state in capitalism has to struc¬ 
turally function to some extent 
as a capitalist state. Even if 
some of its institutions function 
as barriers to the demands of in¬ 
dividual capitals, or represent 
the consequences of the relative 
historical success of class strug¬ 
gle led by labour, these 'amelio¬ 
rating' functions must never in¬ 
terfere with successful capital 
accumulation in the aggregate. 
Historically, this has meant that 
not even under conditions of 
the 'Keynesian' welfare state 
could it be allowed for wages to 


effects, the social rationality or irrationality of mobilising technology, raw 
materials and labour power for its production are from capital’s perspective 
secondary questions. All of them are questions derived from the problem of 
use value, whilst capital’s sole interest is devoted to the exchange value of 
the commodities it produces. Their use value is relevant only insofar as there 
exists someone who is willing to exchange money to obtain it. 

The production process bears many risks for capital. The uncertainty of 
realisation of the value objectified in the commodities produced through sale 
on the market presents the last obstacle. To even reach it, capital has to 
make sure that the value the worker generates in production exceeds the 
value of his labour power, i.e. the money he paid for it, which is not at all a 
certainty. In the initial phase of commencement of the capitalist mode of 
production, when most wage labourers were recently proletarianised 
peasants (employed by capitalist farmers) or artisans (working in capitalist 
manufactures), the labour process itself did not differ substantially from its 
pre-capitalist in its technical characteristics. The prolongation of the working 
day was the main instrument at the disposal of capital for the extraction of 
surplus value. 16 . Marx calls this stage of the subsumption of labour under 
capital formal subsumption 11 It is "the general form of every capitalist process 
of production" 18 , and is characterised by a relationship of "supremacy and 
subordination in the process of production [which] supplant[s] an earlier stage 
of independence ". 19 The fact that the techniques and technology of 
production did not differ significantly from those of artisan labour, meant a 
relatively high degree of workers' control over the labour process in 
comparison to later standards. Beside naturally given limits to the 
prolongation of the working day, this was the main barrier to capital’s drive 
to maximise the extraction of surplus value. Despite this remnant of relative 
control over the labour process itself, formal subsumption already generates 
its own disciplinary effects, both external and internalised. The latter reach 
deep into the woker’s subjectivity and start to transform it: 

Compared to the independent artisan who makes goods for other 
customers, we observe a great increase in the continuity of labour of 
the man who works for a capitalist whose production is not limited by 
the haphazard requirements of isolated customers but only by the 
limits of the capital that employs him. In contrast to the slave, this 
labour becomes more productive because more intensive, since the 
slave works only under the spur of external fear but not for his existence 
which is guaranteed even though it does not belong to him. The free 
worker, however, is impelled by his wants. The consciousness (or better: 
the idea) of free self-determination, of liberty, makes a much better 
worker of the one than of the other, as does the related feeling (sense) 
of responsibility; since he, like any seller of wares [the 'ware' here being 
labour power - S.C.], is responsible for the goods he delivers and for the 
quality which he must provide, he must strive to ensure that he is not 
driven from the field by other sellers of the same type as himself. The 
continuity in the relations of slave and slave-owner is based on the fact 
that the slave is kept in his situation by direct compulsion. The free 
worker, however, must maintain his position, since his existence and 
that of his family depends on his ability continuously to renew the sale 
of his labour power to the capitalist. 20 
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rise to levels which would have 
threatened profit rates or out¬ 
pace productivity growth. Once 
the 'Keynesian' regime of repro¬ 
duction stopped being function¬ 
al in this regard, capital initiated 
a political offensive with the aim 
of restructuring it, leading to 
neoliberalisation. In addition to 
this, the capitalist state func¬ 
tions as the disciplining instance 
of last resort and repressive ap¬ 
paratus protecting existing so¬ 
cial relations (above all else by 
guaranteeing property rights) in 
the case of threats posed by or¬ 
ganised labour. In the neoliberal 
period we thus witness the 
state's progressive abandoning 
of the role of provider of non- 
commodified social services and 
a parallel increase of the scope 
and intensity of its disciplinary 
functions, especially under crisis 
conditions. The active role 
played by the state in facilitat¬ 
ing and upholding conditions fa¬ 
vourable to capital accumula¬ 
tion refutes neoliberal mantras 
proclaiming a minimal and/or 
passive state as the form most 
appropriate and desirable from 
the perspective of capital. Yet, 
the interventionist state is nei¬ 
ther a Keynesian nor a neoliberal 
anomaly in the history of capi¬ 
talism. In the chapter on primi¬ 
tive accumulation, Marx empha¬ 
sised the decisive role played by 
the state in the making of a 
population separated from the 
means of production as the con¬ 
dition of possibility of the rise of 
the capitalist mode of produc¬ 
tion. The active role of the state 
in the creation and upholding of 
the labour market was later re¬ 
asserted forcefully by Karl Po- 
lanyi. See: Karl Polanyi, The Great 
Transformation: The Political and 
Economic Origins of Our Time, 
Boston, 2001. 


The real subsumtion of labour under capital develops on the basis of formal 
subsumption. With rising productivity of labour as its goal, capital begins to 
intervene in the labour process. It reorganises and transforms it, introduces 
new divisions of labour and - above a certain size of the unit of capital 
involved - begins to mobilise and instrumentalise all the scientific and 
technological potential the stage of development of a given historical 
moment puts at its disposal. The labour process is gradually revolutionised 
and leads ever further away from the traditional forms capital had inherited 
and formally subsumed. With the real subsumption of labour under capital, 
"capitalist production [...] establishes itself as a mode of production sui 
generis " 21 and loses all resemblance with artisan production. Capital becomes 
the driving force of the development of the productive forces of society. In 
its forward rush to maximise surplus value and locked into a continuous 
competitive struggle with other units of capital, capital revolutionises every 
aspect of the labour process. It breaks the divisions and autarchy of the old 
artisan guilds and ties the labour of ever greater numbers of individuals into 
a relationship of increasing cooperation and mutual dependence. By the 
concentration and coordination of their labour under the dictate of capital 
and its imperative of productivity growth, it becomes truly social labour to a 
degree once unimaginable. The capitalist factory becomes the site at which 
machines and raw materials - results of the labour of innumerable engineers, 
physicists and chemists, miners, peasants and wage labourers, are combined 
with the labour of other groups of wage labourers into an unified and 
coordinated process of production. Even though the resulting product will be 
the objectified result of the cumulative labour of all these producers, due to 
the specificities of the capitalist mode of production, its social character is 
necessarily mystified 22 and appears as a capacity of capital. In relation to 
every single worker, capital appears as the buyer of his or her labour power, 
who then combines it with the means of production owned by the capitalist. 
The goal of production, the technology and techniques, the intensity of 
labour are all determined by capital, and to capital belong all the products of 
the worker's labour. Consequently, they appear as 

a mode of existence of capital itself, and therefore as something ordered 
by capitalists without reference to the workers. Like the social character 
of their own labour, but to a far greater extent, the social character with 
which the conditions of production are endowed, as the conditions of 
production of the combined labour of the community, appears as 
capitalistic, as something independent of the workers and intrinsic to 
the conditions of production themselves. 23 


14 The Great Transformation, p. 83 

15 This simplified presentation 
would imply that fixed capital 
(buildings, machinery) transfers 
its full value onto the commodi¬ 
ties produced in the production 
process in which they are ap¬ 
plied within a single production 
cycle. Empirically, this does not 
hold even for manufacture, let 
alone industrial production. For 
the argument made here, how¬ 
ever, this can be disregarded. 

For Marx's account, see: Capital, 
Volume I, p. 508-17. 


Facing the worker, capital takes the form of personified social labour, because 
its objectifications - the means of production - stand opposite to the worker 
in the form of an alien force, mobilised by capital. This mobilisation of the 
results of social labour by capital as instruments of domination over the 
worker, which is constitutive of the capitalist mode of production, manifests 
its fullest effects in the role machines play in capitalist production. Their 
introduction into production is motivated by the attempt to raise the 
productivity of labour. Machines ensure a greater output per worker 
employed. In principle, their introduction would allow significant reductions 
of the workload and a shortening of the workday for each individual worker, 
without negative consequences for aggregate output. But since the dead 
labour objectified in them is owned by capital, it becomes a means of 
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16 Marx calls surplus value extract¬ 
ed by prolonging the workday 
and intensifying work absolute 
surplus value. It is characteristic 
for formal subsumption. The 
problematic of relative surplus 
value cannot be dealt with here. 
For Marx's account, see: Capital, 
Volume I, p. 429-38; p. 643-672. 
Michael Lebowitz has provided 
an important and far-reaching 
revision of the problematic, by 
lifting some methodologically 
and presentationally motivated 
key assumptions present in 
Marx's account in Volume I of 
Capital. See: Beyond Capital. 

17 Capital, Volume I, p. 1019- 23, 
1025-34 

18 Ibid, p. 1019 

19 Ibid, p. 1028; italic in the original 

20 Ibid, p. 1031; italic in the original 

21 Ibid, p. 1035, italic in the original 

22 See: Ibid, p. 1052-58 

23 Ibid, p. 1052-3, italic in the origi¬ 
nal 

24 Braverman's Labour and Monop¬ 
oly Capital represents the classic 
treatment of the problematic of 
Taylorisation. See: Harry Braver- 
man, Labour and Monopoly Capi¬ 
tal: The Degradation of Work in 
the Twentieth Century, New York, 
1998. 

25 In the history of the reception of 
Braverman's book, now span¬ 
ning almost forty years, the 'de¬ 
skilling' thesis proved to be the 
most persistent source of theo¬ 
retical controversies. They last 
to this day. Especially during the 
1980s and 1990s many authors 
rushed to proclaim the end of 
Taylorism. They were certain to 
witness in 'Toyotism' (or 'lean 
production') the rise of a new, 
more democratic, participatory 
alternative and challenge to the 
hegemony of Taylor's 'principles 
of scientific management' and 
their (often thinly disguised) 
derivations. For a theoretically 
precise and empirically well 
backed criticism of such theo¬ 
retical tendencies in the context 
of the rise of apologetic theories 
of 'the new economy' in the 
1990s, see: Tony Smith, Technol¬ 
ogy and Capital in the Age of 
Lean Production: A Marxian Cri- 


realisation of the interests of capital. Instead of an equal decrease of the 
workload of all workers, one part of them is pushed out of the production 
process entirely and condemned to unemployment, while the other part is 
forced to labour even more intensely under the imperative of the full 
realisation of the value of the introduced machines before the threat of their 
devaluation becomes reality (because of a new, even more efficient 
generation of machines). In capitalist production, machines thus not only 
take the form of constant (and fixed) capital, but also fully reproduce and 
make visible the logic of reproduction of capital as a whole: the domination 
of dead labour over living labour. 

The real subsumption of labour under capital reaches in generalised 
machine production the point of its logical and historical culmination. The 
atomisation of work into ever simpler, repetitive tasks, characteristic of real 
subsumption, had by the first third of the twentieth century reduced work in 
many productive sectors to work on the assembly line. 24 Even if it the 
Taylorist logic of atomisation of the labour process was not fully established 
(or due to technological or social specificities of the labour involved this was 
not possible) in some sectors, it still remains the inherent ideal of capitalist 
production towards which it logically gravitates. 25 

Real subsumption of labour also entails the progressive intellectual 
expropriation of the worker. Under formal subsumption the core of relevant 
knowledge about the labour process remain traditional artisan methods and 
work techniques. The appropriation of this knowledge by capital, its 
parcelisation and restructuring into simple, and from the perspective of the 
worker - isolated, tasks represents an important stage in the progressive loss 
of control of the worker over the labour process. Comprehension of the 
labour process as a functional whole becomes to a growing extent the 
monopoly of capital. 26 In parallel, the worker is to a growing degree reduced 
to an exchangeable instrument of implementation of isolated, mechanic, 
temporally normatised operations determined by capital. As in the case of 
social labour, knowledge of the labour process and the decisions on its 
implementation take for the worker the form of an external force personified 
by capital. Primitive accumulation created a population of wage labourers by 
means of their often violent separation from the means of production. To the 
extent that knowledge of the labour process is an 'immaterial' - but 
materially conditioned - aspect of the forces of production, which in pre¬ 
capitalist production usually remained a monopoly of the immediate 
producers, real subsumption and the intellectual expropriation 27 it entails 
replicate and deepen the dynamic set in motion by primitive accumulation. 
The social knowledge and technological competences accumulated in the 
machine thus for the worker take the form of a materially concrete external 
force to which he is submitted. 28 Through the generalised introduction of 
machines into production (and depending of the degree of automatisation of 
the labour process), the worker becomes in tendency to a growing extent a 
mere appendix to the machine. The heteronomous nature of work in capitalist 
production thus reaches with generalised introduction of machinery into 
production the moment of its full empirical realisation and degrades the 
contribution of living labour to mere adaptation to the repetitive rhythm and 
mind-numbing automatism of the machine. Work under the dictate of the 
machine (which is the extension and technological realisation of the dictate 
of capital) represents both the disciplinary utopia of total control of capital 
over the labour process and the instrument of its completion. 29 
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tique of the 'New Economy’, New 
York, 2000. 

26 Here too applies: we are dis¬ 
cussing inherent general ten¬ 
dencies of the capitalist mode of 
production under real subsump¬ 
tion, whose level of empirical re¬ 
alisation can vary for many rea¬ 
sons. They are most fully real¬ 
ised in the 'Fordist' factory. But, 
as already Braverman has con¬ 
vincingly shown, these tenden¬ 
cies do not stop at the threshold 
of 'middle class' occupations, in¬ 
cluding office work. Tony Smith 
provides data which confirms 
the presence of these tenden¬ 
cies in contemporary service 
sectors (including, but not limit¬ 
ed to, call centres), even though 
they often tend to take some¬ 
what different, sector-specific 
forms. 

27 Including the devaluation of ar¬ 
tisan competences to the level 
of sub-optimality in comparison 
with the new standards im¬ 
posed by machine production. 

28 The characteristics attributed in 
this text by means of shorthand 
to 'machines', reach their full 
historical realisation in the 
large-scale machine production 
of the Fordist factory. However, 
as already suggested, the latter 
should be interpreted as the 
mere realisation of the logic in¬ 
herent in the capitalist mode of 
production, not a contingent ab¬ 
erration or exception. 

29 Criticisms of technology or'in¬ 
dustrial civilisation' which the- 
matise the dehumanising degra¬ 
dation of work, human produc¬ 
tive capacities and/or subjectivi¬ 
ty, but fail to recognise in them 
the logical manifestations inher¬ 
ent in the imperatives of the 
capitalist mode of production, 
necessarily miss their target or - 
worse - become compensatory 
manoeuvres camouflaging the 
absence of a critique of capital¬ 
ism proper. The problem, how¬ 
ever, is not technology as tech¬ 
nology, but the social form it 
necessarily takes when sub¬ 
sumed under the capitalist tele¬ 
ology of profit maximisation. 
Confusing one with the other 
represents not only a failure of 
analysis, but can lead to dra¬ 
matic political consequences. 
Heidegger is one emphatic and 
illustrative example of the dead 


Accomplished real subsumption of labour under capital has as its 
consequence the degradation of human productive capacities and their 
potentials. The worker is deprived of all autonomy, the chance of co¬ 
determining and influencing the productive process entirely eludes him, its 
sole purpose being to perpetuate the self-valorization of capital. Submerged 
under the despotism of machines, which are nothing but the achievements 
of past social labour mobilised for the exclusive purpose of capital's 
expansion, the workers themselves are now reduced to a functionally 
integrated moment of capital. The objectified value their labour creates 
passes into the hands of capital, only to enter into another cycle of 
production, where it again faces the workers as an alien, despotic force. 

Factory work exhausts the nervous system to the uttermost; at the 
same time, it does away with the many-sided play of the muscles, and 
confiscates every atom of freedom, both in bodily and in intellectual 
activity. Even the lightening of the labour becomes an instrument of 
torture, since the machine does not free the worker from the work, but 
rather deprives the work itself of all content. Every kind of capitalist 
production, in so far as it is not only a labour process but also capital's 
process of valorization, has this in common, but it is not the worker 
who employs the conditions of his work, but rather the reverse, the 
conditions of work employ the worker. However, it is only with the 
coming of machinery that this inversion first acquires a technical and 
palpable reality. Owing to its conversion into an automaton, the 
instrument of labour confronts the worker during the labour process in 
the shape of capital, dead labour, which dominates and soaks up living 
labour-power. The separation of the intellectual faculties of the 
production process from manual labour, and the transformation of 
those faculties into powers exercised by capital over labour, is [...] finally 
completed by large-scale industry erected on the foundation of 
machinery. The special skill of each individual machine-operator, who 
has now been deprived of all significance, vanishes as an infinitesimal 
quantity in the face of the science, the gigantic natural forces, and the 
mass of social labour embodied in the system of machinery, which, 
together with those three forces, constitutes the power of the 
'master'. 30 

These consequences in the sphere of labour are a crucial aspect of the 
revolutionary restructuring of the entirety of social relations which 
accompany the rise and expansion of the capitalist mode of production. They 
belong amongst the central phenomena of the victorious forward march of 
"creative destruction" in which capitalism has swept aside all old relations or 
subordinated them to the logic of its own reproduction. The canonical 
formulation of the all-encompassing nature and traumatic ferocity of this 
process, Marx has given in the Communist Manifesto: 

The bourgeoisie, wherever it has got the upper hand, has put an end to 
all feudal, patriarchal,idyllic relations. It has pitilessly torn asunder the 
motley feudal ties that bound man to his "natural superiors", and has 
left remaining no other nexus between man and man than naked 
selfinterest, than callous "cash payment". It has drowned the most 
heavenly ecstasies of religious fervour, of chivalrous enthusiasm, of 
philistine sentimentalism, in the icy water of egotistical calculation. It 
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ends into which this can navi¬ 
gate. In comparison with his 
philosophical-poetic mystifica¬ 
tions, even ostensibly more 'pro¬ 
fane' artistic thematisations like 
Chaplin's Modern Times repre¬ 
sent a more adequate treatment 
of the issues involved. Para¬ 
phrasing Horkheimer, the crite¬ 
rion of relevance would be: 
Those who would not speak of 
capitalism, should be silent 
about technology too! 

30 Capital, Volume I, p. 548-9 

31 Karl Marx and Friedrich Engels, 
The Communist Manifesto, 
London, 2008, p. 36-8. 

32 In the third chapter of the 
Manifesto, Marx and Engels 
rebuke some of these 
competing models: feudal 
socialism, petty-bourgeois 
socialism, German or 'true' 
socialism, etc.; p. 67-81. 


has resolved personal worth into exchange value, and in place of the 
numberless indefeasible chartered freedoms, has set up that single, 
unconscionable freedom - Free Trade. In one word, for exploitation, 
veiled by religious and political illusions, it has substituted naked, 
shameless, direct, brutal exploitation. 

The bourgeoisie has stripped of its halo every occupation hitherto 
honoured and looked up to with reverent awe. It has converted the 
physician, the lawyer, the priest, the poet, the man of science, into its 
paid wage labourers. 

The bourgeoisie has torn away from the family its sentimental veil, 
and has reduced the family relation to a mere money relation. 

[...] 

All fixed, fast-frozen relations, with their train of ancient and 
venerable prejudices and opinions, are swept away, all new-formed 
ones become antiquated before they can ossify. All that is solid melts 
into air, all that is holy is profaned... 31 

With the expansion of capitalism, market exchange increasingly becomes the 
central mechanism of socialisation. Old ties are severed and re-tied into the 
anonymity of the cash nexus. In the spheres of human activity which it 
encroaches upon and commodifies, capital imposes itself as universal 
mediator and replaces the autonomous logic of these spheres with the 
heteronomous teleology of the profit motive. 

Yet, this process does not proceed without friction or resistance. From 
the perspective of the populations affected by it, Marx's description from the 
Manifesto identifies primarily the traumatic core around which very diverse 
projects of its political challenging and social counter-models have formed 
(both before and after Marx's intervention). Depending on the class and 
ideological positions of the protagonists, they formed a spectrum that 
reached from feudal restorative tendencies to the revolutionary workers' 
movement, to the consolidation and orientation of the which the Manifesto 
itself has significantly contributed. 32 The historical trajectory of these 
struggles will not be further dealt with here (at least not directly). Instead, in 
what follows, the focus will be on an issue which is usually and 
predominantly not considered in the context of the establishing of the 
capitalist mode of production, and to an even lesser extent in correlation 
with the question of the subsumption of work under capital - the issue of 
the normative foundation of art as an autonomous sphere. 

The argument of this article is that the constitution of the aesthetic as 
an autonomous sphere represents an emphatic yet disguised reaction to the 
rise of the heteronomous logic of capital to dominant status in a wide array 
of social spheres and relations. In such a reading, the self-constitution of the 
autonomy of art based on the programmatically explicit distancing from all 
exogenous issues and their normativities, is not a refutation of this 
proposition, but becomes its implicit confirmation. As will be shown, the 
normative content of the aesthetic theory which founded art as an 
autonomous sphere polemically mirrors in its central concerns the 
characteristics of labour subsumed under capital and the commodity form, 
precisely in the form of their direct normative inversion. 
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33 Theodor Wiesgrund Adorno, 
Versuch liber Wagner, Miinchen- 
Zurich, 1964., p. 88; cited in: 
Peter Burger, Teorija Avangarde, 
Zagreb, 2007, p. 47. 

34 H. Kuhn, Asthetik, in: Das Fischer 
Lexikon. Literatur 2/1, ur. W.-H. 
Friedrich/ W. Killy, Frankfurt, 
1965, p. 52-53; cited in: Teorija 
Avangarde, p. 56. 

35 Teorija Avangarde, p. 56 

36 Ibid, p. 56 

37 Ibid, p. 56-7. 

38 Immanuel Kant, Critique of 
Judgement, Indiana, 1987, p. 190. 


The autonomy of art, the heteronomy of labour 

No autonomy of art is imaginable without the hiding of labour 33 

Only as late as the 18 th century does the concept of art begin to encompass 
phenomena as diverse as literature, music, painting and architecture, into a 
single unified notion, which differentiates these practices explicitly from all 
other forms of human activity, and ascribes to them common characteristics 
and a common logic. "Different forms of art are liberated from their ties with 
life and conceived as one accessible whole [...]; and that whole, as kingdom of 
creation without purpose and disinterested satisfaction, is opposed to the 
life of society" 34 . In the process of separation of artistic practices and their 
integration into a separate and autonomous realm governed by its own laws, 
the key moment belongs to Kant's theorisation of aesthetic judgement as 
disinterested satisfaction. In the words of Peter Burger: 

It is only with the constitution of aesthetics as an independent realm of 
philosophical cognition develops that the notion of art develops, which 
has as its consequence the separation of artistic creation from the 
totality of social activity, to which it is then abstractly opposed. 35 

Yet, defining the relationship of art to the "totality of social activity" as 
"abstract opposition" is itself historically and socially abstract. Only after 
identifying Kant's definition of the notion of interest as that which is 
"connected to the faculty of the will" 36 , can Burger identify the "totality of 
social activity" in opposition to which the aesthetic constitutes itself as the 
sphere of disinterested satisfaction in historically concrete terms: 

If the faculty of the will is that human capability which allows from the 
side of the subject a society founded on the principle of profit 
maximisation, then Kant's basic principle also identifies the freedom of 
art in opposition to the compulsions of emerging bourgeois- capitalist 
society. The aesthetic is conceived as the realm detached from the 
principle of profit maximisation that rules all areas of life. 37 

Burger's conclusion could seem hasty, the abstract distinction interest/ 
disinterest seems to have been assigned a role that exceeds its carrying 
capacities. However, for Kant this distinction serves merely as an abstract 
conceptual point of departure for the elaboration of a normative definition 
which locates the criteria of judgement of "true" art on a very concrete level 
of analysis, in a relationship of direct opposition to wage labour: 

...fine art must be free art in a double sense: it must be free in the sense 
of not being a mercenary occupation and hence a kind of labour, whose 
magnitude can be judged, exacted, or paid for according to a determi¬ 
nate standard; but fine art must also be free in the sense that, though 
the mind is occupying itself, yet it feels satisfied and aroused 
(independently of any pay) without looking to some other purpose. 38 

The implications of this passage are numerous and far-reaching. The strict 
normative criteria that define art are here directly derived from the process 
of its production. In explicit opposition to wage labour, artistic work is free. It 
is characterised by the impossibility of its quantification or judgement by 
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39 It should be clear that the 
consequent application of these 
criteria would disqualify almost 
all artistic production both 
before and after Kant (with the 
possible and dubious exception 
of dilettantism). But the 
question of descriptive 
plausibility is of secondary 
importance here. Or, to put it 
differently: precisely the 
'utopian' character of its 
normative ambitions allows its 
reading as a counter-model to 
capitalist production. And it is 
precisely this 'utopian' moment 
which constitutes the secret of 
its far-reaching influence both 
on theory and artistic practices 
to this very day. This, of course, 
does not mean that there was 
no critical reception or even 
open challenges, both in theory 
and in artistic practice. Yet, a 
careful examination of the 
history of these challenges 
would soon reveal that these 
challenges were forced again 
and again to take 'Kantian' 
normative aesthetics (and/or its 
derivations) as their point of 
polemical departure, precisely 
due to its persistence as the 
'zero level' among discourses on 
art. Because of this, the history 
of its negations ultimately 
reveals itself at the same time 
as the history of its lasting 
ubiquity (its impacts can be 
traced all the way to twentieth- 
century formalisms, but also to 
authors as influential as Adorno 
and Clement Greenberg). A limit 
of space forbids entering this 
problematic any deeper at this 
point. For elaborations of these 
(or similar) arguments (apart 
from Burger's Theory of the 
Avant-Garde, which was already 
mentioned), see also: Peter 
Burger, Zur Kritik der 
idealistischen Asthetik, Frankfurt 
am Main, 1983; and Paul Mattick, 
Art in its Time: Theories and 
Practices of Modern Aesthetics, 
London-New York, 2003. 

40 Due to lack of space, I cannot 
elaborate here on the 
ambivalences and 
contradictions in Kant's 
treatment of the notion of the 
genius (and its relation to 
labour) which reflect his 
awareness of the "irrationalist 
dangers" inherent in it. See: Zur 
Kritik der idealistischen Asthetik, 
P- 1 ° 4-7 


external criteria. The creation of a work of art cannot be imposed by force or 
stimulated by money. The process of creation is devoid of toil, external 
coercion, need or dictates, and represents an independent and autarkic 
source of satisfaction, without anticipation of any other gain or future 
reward. It represents the personal autonomy of the creator, unlimited by 
external objectives or alien will. Consequently, only objects whose nascency 
and shaping is guided solely by a necessity deriving from the internal, 
autonomous impulses of the creator can be considered works of art; only 
objects created without pragmatic or economic calculation and function can 
become truly aesthetic objects - objects whose purpose of existence rests 
entirely in the "disinterested satisfaction" they arouse. 

Kant's normative aesthetics can thus without difficulty be translated 
into a series of direct negations of the attributes of the capitalist labour 
process and the value form. Contrary to the commodity, for which exchange 
value is primary (its exclusive purpose being its exchange for money), while 
its use value is merely a necessary condition for the realisation of the value 
embodied in it, the aesthetic object has no purpose outside itself, nor is it 
produced for exchange. The commodity if by definition subject to the law of 
equivalence, its value being expressed in a certain amount of money (as 
universal equivalent), determined by the socially necessary labour time 
pertinent for its production. In opposition to this, the "value" of a work of art, 
as the result of the free creative process of the artist, cannot be quantified on 
the basis of the time spent on its production. Thus, the very possibility of a 
relationship of equivalence is precluded. Opposite to money as the universal 
equivalent which ties all commodities into a relationship of commensurabi- 
lity and expresses and "regulates" their quantitative exchange ratios, the 
work of art represents pure singularity, standing outside all relations of 
quantitative reduction and commensurability. Consequently, the exchange of 
a work of art for money would entail its violent subjection to a relation of 
equivalence and its degradation to a means to an external end, thus 
disqualifying its as art proper. 

Consequently, the exchange of a work of art for money would entail its 
violent reduction to a relation of equivalence and thus to a means to an 
external end, thereby disqualifying it as a work of art proper 39 . The 
commodity is the product of a specific social relationship - the subjection of 
the worker under the heteronomy of capital. The unfreedom of the wage 
labourer is a constitutive aspect of the generalised commodity exchange 
which historically emerges with capitalism. His labour power itself is forced 
to take the form of a commodity. The worker is in principle exchangeable 
with any other worker. With the progression of real subsumption and the 
introduction of machinery into production, the worker indeed becomes 
functionally exchangeable to an ever larger extent. In opposition to this, the 
artist is absolutely autonomous. His autonomy is normatively codified in the 
concept of the genius 40 . As normative counter-model to the heteronomy of 
capitalist labour, the genius carries the marks of singularity. While the 
product of the labour of the worker is owned by the capitalist and bears its 
name (identifying him as the "producer"), the singularity of style and the 
authority of his signature identify the artist-genuis as the exclusive spiritual 
owner of the work he has created as the free expression of his autonomy. 41 

Despite all critical revisions and modifications of some of the postulates 
of Kant's aesthetics, the centrality of wage labour as the negative pole in 
relation to which art constitutes itself positively, we also find in Schiller: 
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41 Paul Mattick: "From the artist's 
side of it, art, as self-directed 
activity, marks superiority to the 
condition of wage labor that 
defines the lot of the mass of 
humankind in bourgeois 
society.". Art in its Time, p. 107. 
On aristocratic aspects in Kant's 
conceptualisation of artistic 
freedom in opposition to wage 
labour, see: Ibid, p. 42. 

42 Ibid, p. 43 

43 Friedrich Schiller, Letters Upon 
The Aesthetic Education of Man, 
Letter VI; http://www.fordham. 
edu/halsall/mod/schiller- 
education.asp 

44 Art in its Time, p. 43 

45 Teorija Avangarde, p. 58 

46 Ibid, p. 58 


Since work, as wage labour, is marked by the anti-artistic character of 
mercenary culture, it is not surprising that play will appear to incarnate 
the aesthetic impulse. It was in Schiller's Aesthetic Education that this 
theme received its fullest development at the end of the eighteenth 
century. For Schiller [...] "the character of our age" is established by way 
of "an astonishing contrast between contemporary forms of humanity 
and earlier ones, especially the Creek." With the development of the 
division of labour, the unified human personality of the ancients has 
been split into fragments, so that "we see not merely individuals, but 
whole classes of men, developing but one part of their potentialities, 
while of the rest, as in stunted growths, only vestigial traces remain." 42 

The relationship between the progression of the division of labour and its 
fragmentation with the degeneration of human subjectivity is in Schiller 
explicit and causal: 

...enjoyment was separated from labour, the means from the end, the 
effort from the reward. Man himself eternally chained down to a little 
fragment of the whole, only forms a kind of fragment; having nothing 
in his ears but the monotonous sound of the perpetually revolving 
wheel, he never develops the harmony of his being; and instead of 
imprinting the seal of humanity on his being, he ends by being nothing 
more than the living impress of the craft to which he devotes himself... 43 

With the epochal problematic defined in these terms, "it is the task of art, 
expression of the drive to play, to reconstitute the fragmented human 
person" 44 and thereby reconstitute our lost totality. Having proceeded from 
Kantian positions, Schiller thus arrives at the seemingly paradoxical attempt 
to "determine the social function of the aesthetic" 45 ; given that 

Kant had emphasised precisely the disinterestedness of aesthetic 
judgement, and hence, it would seem, the implicit absence of any 
function of art. Schiller tries to provide the proof that art, precisely 
because of its autonomy and its indifference towards immediate 
purposes, is capable of fulfilling a task which nowhere else can be 
achieved.. 46 

Yet, the seeming break with Kant can also be read as a programmatic 
explication of an agenda that was always implicit in the very foundational 
gesture of theoretical arguments in favour of the autonomy of art. If the 
normative postulates defining the process of artistic creation, its objective 
and subjective conditions and results, are profoundly marked by the 
problematic of wage labour - in no less form than that of the explicit 
negation of both its structurally heteronomous character and the 
consequences for the labour process following from it, then the very project 
of constitution of the aesthetic as an autonomous sphere entails from the 
outset an unacknowledged social agenda. As normative counter-model to 
wage labour, it represents a reaction against the latter’s expansion, which is 
itself a constitutive aspect of the establishing and expansion of capitalist 
social relations. The affirmation of autonomy is in this sense necessarily in 
contradiction with the normative threshold it programmatically prescribes 
for itself, since it is always already contaminated by the heteronomy it 
negates, which provides the condition of its own formation. Furthermore, 
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47 This is the formula Burger 
ultimately provides as his 
proposal for a non-metaphysical 
definition of artistic practice. 
See: Zur Kritik der idealistischen 
Asthetik, p. 112. 

48 This, of course, is the central 
problematic of Burger's Theory 
of the Avant-Garde. 

49 The history of reception of 
Jackson Pollock's work provides 
a telling example in this regard. 
See: Art in its Time, p. 152-73. 


under conditions of the advancing historical narrowing of the possibilities of 
its social realisation, the essentially proto-political impulse contained in the 
normative rejection of the social reality of subsumed labour is immediately 
dislocated into an utopian projection of transcendence. The idea of the 
autonomy of art is thus at the same time a compensatory gesture and an 
utopian enclave in which the ideal of "liberated labour" 47 is both formed and 
preserved. 

Historically, however, the demand for autonomy was realised primarily 
(if not exclusively) in the form of the establishing of the institution of art and 
the proliferation of its apparatuses. And these are from their very beginnings 
forced to live under the shadow of the threat of market absorption (the 
establishment of an art market and the relative commodification of artistic 
labour were historical realities already in Kant's time) or in an uncomfortable 
and tense symbiosis with state apparatuses. From this perspective, it 
becomes possible to read the history of art from the moment of the 
normative affirmation of its autonomy onwards as a furious succession of 
strategies located on a continuous flight forward, culminating in I'art pour 
I'art and the various formalisms (which are more often than not merely the 
continuation of the former under a different name) as ultimate logical 
consequences and last bulwark of defence. But also as a parallel history of 
reflexive problematisation of these tendencies, which reaches its own 
culmination in the attack of the historical avant-gardes on the institution of 
art itself. 48 Artistic strategies wagering on the normative deepening of the 
demand for autonomy to the level of an elitism of formalist autarky (or 
autism) did, however, not succeed in preventing their own 
instrumentalisation and market absorption 49 ; just as the historical avant- 
gardes have failed in preventing their own effortless integration into the very 
institution of art they had set out to abolish - under the heading of merely 
another pacified episode in its history. 

Measured even by its own immanent criteria, the project of affirming 
the autonomy of art has thus proved deeply problematic and contradictory. 
From the perspective of the proposition that its genesis constitutes a 
dislocated reaction to the problematic of subsumed labour, however, even its 
successful realisation according to its immanent criteria would merely 
represent an aspect of a far more fundamental defeat. A promise of liberated 
labour which limits itself in advance to an exclusive and hermetically closed 
separate sphere would be irrelevant even if successful, if judged by the scope 
of the problematic to which it constitutes a response. The normative 
affirmation of the ideal of liberated labour on which the project of the 
constitution of the autonomy of the aesthetic ultimately rests, is one we can 
not afford to discard. But its realisation at the level at which the problem is 
located demands that it be not limited to the separate sphere of artistic 
labour, but be generalised to social labour as a whole. That, however, is 
tantamount to its freeing from the subsumption under capital and the 
emancipation from the dictates of its reproduction. Regardless of the role art 
may or may not in the future play in this, it is first and foremost a political 
task. 
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godinama kada nas rezultati financiranja javnih 
potreba u kulturi diljem Hrvatske redovito podsjete 
da je u nasem kulturnom sistemu prvo na udaru i, 
prema tome, najnepotrebnije ono sto je proteklu 
deceniju bilo temeljem njegove vitalnosti i razvitka 
- nezavisna kultura i kulturni programi - nema 
potrebe ponavljati da njime dominiraju institucije. 
Medutim, iako se ta nedodirljivost skleroticnih 
institucija bez obzira na programe i kvalitetu moze doimati vjecnim 
horizontom kulturne politike, ne treba gubiti iz vida da se uloga institucija u 
recentnoj povijesti drasticno mijenjala. 



Nacionalisticki rez 1991. i nivelacija kulturnog sistema 


Institucionalni krajolik tijekom socijalizma izgradioje relativnu unutarnju 
diferencijaciju u pogledu pristupa umjetnicko-kulturnoj proizvodnji, pozicija 
naspram politickog sistema i organizacijskih formi unutar kulturnog sistema. 
Izmedu ostalih, kulturni pogon ukljucivaoje i raznovrsne institucionalne 
modele poput studentskih centara, domova omladine i kulturnih centara u 
kojima su prostor za djelovanje mogli naci razliciti oblici alternativnog, 
supkulturnog ili drustveno angaziranog djelovanja. 

Primjera diljem bivseg jugoslavenskog prostoraje mnogo i njihov 
historijat iziskivao bi zasebnu analizu specificnih institucionalnih formi, 
njihove pozicije naspram velikih institucija sistema i politickih okolnosti koje 
su obiljezile njihovu evoluciju. Tako je, recimo, iz male novosadske 
produkcijske kuce Neoplanta u razdoblju druge polovice sezdesetih proizasao 
citav niz prijelomnih ostvarenja tzv. novog jugoslavenskog filma. Iako je 1971. 
doslo do promjene politicke klime, cenzure i promjene orijentacije kuce, radilo 
se o vrlo specificnoj institucionalnoj genealogiji i formi koja je predstavljala 
kontrast naspram dominantne strukture kinematografske produkcije toga 
vremena. U istom razdoblju kljucnu ulogu u pogledu inovacije u kulturno- 
umjetnickoj produkciji igraju studentski kulturni centri sa svojim razgranatim 
organizacijskim strukturama, kao sto je bio slucaj sa zagrebackim, Ijubljan- 
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skim ili beogradskim SKC-ima. IN, da ne bismo ostali na razdoblju prije pocetka 
kulturne represije krajem sezdesetih i pocetkom sedamdesetih, navedimo 
primjer Omladinskog kulturnog centra u Zagrebu. 

Medutim, pocetkom devedesetih mjerama nacionalisticke kulturne politike 
kulturni sistem prakticki je sveden na velike reprezentativne stupove nacionalne 
kulture, a profesionalna kompetencija ustupila je mjesto politickoj podobnosti. 

Iz protivljenja tadasnjem politickom projektu izgradnje novog nacionalnog 
identiteta i podvrgavanja javne kulture njegovim ciljevima, stasali su novi 
drustveni pokreti, nove kulturne i umjetnicke prakse. Medutim, nakon izdaha 
nacionalistickog politickog projekta i prestanka njegove legitimacije kroz 
kulturu, institucije nisu nasle nacina da u vlastitom radu i formi djelovanja 
naprave iskorak prema novim drustvenim, kulturnim i umjetnickim 
tendencijama. Promjene i razvitak u kulturnom sistemu proteklih godina nisu se 
dogadale u njegovom sredistu, vec primarno na njegovoj margini - sto je tek 
povremeno nailazilo na priznanje i adekvatno pracenje u mjerama kulturne 
politike. 


Kulturno-politicki status quo 

Dugotrajna polarizacija na institucionalnu i izvaninstitucionalnu kulturu 
perpetuirana je kulturnom politikom koja je primarno vodena neformalnim 
utjecajem snaznih institucionalnih i personalnih pozicija unutar sistema i 
usmjerena na konzerviranje postojeceg stanja. Unatoc deklarativnim 
polazistima kulturnih strategija i programa razvitka, razvoj i inovacija imaju 
rubni znacaj za nositelje kulturnih politika. U sistemu u kojem su zapecacene 
pozicije i produkcijski razmjeri medu institucijama i medu kulturnim poljima, u 
kojem nema mogucnosti rasta propulzivnijih institucija i polja naspram 
atrofiranih, izgledi novih organizacijskih formi i novih praksi dadobiju pristup 
adekvatnoj produkcijsko-prezentacijskoj infrastrukturi su minimalni, a 
adekvatnim financijskim sredstvima kakva su dostupna institucionalnom 
sektoru nikakvi. U sistemu u kojem nema zamjene pozicija dinamika je dokinuta. 

Odgovor nositelja kulturne politike na lokalnim razinama i na nacionalnoj 
razini na taj nerazmjer u dostupnim resursima i na staticnost kulturne 
produkcije godinama se temeljio na poticanju festivalskih manifestacija. Takva 
politika, kao svojevrsni poticaj razvoju izvaninstitucionalne kulture, posebno je 
ulovila korijen u Zagrebu nakon 2000. godine. Radilo se o politici dobrih namjera 
kojaje htjela proizvesti promjenu unutar vrlo ogranicenog manevarskog 
prostora djelovanja i koja se pretpostavljeno vodila pozitivnim iskustvima 1970- 
ih i ig8o-ih godina. Festivali su trebali poticati razvoj izvaninstitucionalnih formi 
i izgradnju nove publike, a spremnost javnih uprava da u festivale ulazu vise 
nego u redovnu izvaninstitucionalnu produkciju nukali su vaninstitucionalne 
aktere da kroz organizaciju festivala potraze ozbiljnija sredstva za svoj rad. 
Festivali su time postali supstitut za odsutnost promjena unutar kulturnog 
sistema. 

Medutim, danas je ocito da inflacija festivala i povecana konkurentnost 
medu njima vodi do suprotnih ucinaka: lokalna produkcija nasla se istisnuta na 
marginu festivala ili festivale margine, marketinsko djelovanje festivala 
temeljeno na inozemnoj produkciji i znamenitim imenima dokinulo je znacaj 
programskih i konceptualnih pitanja, a izgradnja nove publike zamijenjena je 
iscrpljivanjem i preotimanjem manje-vise uvijek iste ciljane publike. Negativni 
ucinci festivalizacije najocitiji su na podrucju filmske i scenskih umjetnosti. Tako 
pored izobilja filmskih festivala iz vida nestaje trajan deficit art kina i adekvatnog 
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filmskog repertoara. A pored brojnih manifestacija novog teatra, suvremenog 
plesa i performansa iz vida nestaje trajan deficit institucija koje bi producirale, 
selektirale, programirale i gradile publiku za tekucu produkciju izvedbenih 
umjetnosti izvan ansambalskih kuca. Stetnost ovakvog usmjerenja kulturne 
politike je utoliko veca imamo li na umu da se u slucaju izvedbenih umjetnosti 
radi o oblicima umjetnicko-kulturne produkcije koja se poticu javnim 
sredstvima: u izostanku institucija, kuca i prostora koji bi repertoarno 
predstavljali i selektirali nezavisnu produkciju, kazalisne i plesne skupine 
prisiljene su svoja skromna sredstva gotovo iskljucivo ulagati u produkciju novih 
predstava, jer stare rijetko imaju priliku predstaviti publici. Istovremeno, takvo 
punktualno i neosmisljeno prezentiranje tekuce produkcije ne omogucuje 
izgradnju publike i ona mimo festivalskih dogadanja postupno nestaje. 


Pauperizacija i amaterizacija umjetnika i kulturnog radnika 

Polarizacija kulturnog sektora uz negativne ucinke po razvojne tendencije 
kulturne produkcije i cirkulacije ima i negativne socio-ekonomske konzekvence 
u radnoj sferi, dodatno produbljujuci jaz izmedu umjetnika i kulturnih radnika 
unutar institucionalnog i izvaninstitucionalnog sektora. lako jaz izmedu 
zaposlenih i samostalnih umjetnika i kulturnih radnika ima raniju genealogiju od 
nacionalistickog raslojavanja kulturne produkcije u nggo-ima - genealogiju koja 
je duboko vezana uz zasebne procese razvoja i institucionalizacije razlicitih 
umjetnickih formi - zastite radnih prava i moc sindikalnog djelovanja 
samostalnih umjetnika dodatno su potkopane polozajem izvaninstitucionalne 
kulture unutar kulturnog sistema kao lokusa suvremene umjetnicke 
proizvodnje. 

Uzmimo za primjer danas u najvecoj mjeri prekarno polje umjetnickog 
stvaralastva - likovnu umjetnost. U jugoslavenskom kulturnom sistemu u igyo- 
ima i ig8o-ima konceptualne tendencije, nova umjetnicka praksa i 
samoorganizirano kolektivno djelovanje umjetnika zapoceli su proces 
institucionalne kritike, preispitivanja odnosa izmedu proizvodnje, valorizacije i 
cirkulacije umjetnickog rada, pokusavajuci ograniciti monopol institucija 
sistema - izlagackih institucija i Samoupravne interesne zajednice - nad 
estetskim i ekonomskim vrednovanjem umjetnickog rada. Krajem ngyo-ih u 
punom su tijeku rasprave o radnim pravima samostalnih umjetnika potaknute 
novim Zakonom o samostalnim umjetnicima. Tako je, primjerice, Prvi broj 
kataloga zagrebacke Radne zajednice umjetnika Podroom - kojim skupina 
umjetnika Demur, Ivekovic, Maracic, Martek, Martinis, Petercol, Stilinovic i dr. 
rekapitulira i, kako ce se pokazati, zakljucuje trogodisnje djelovanje 
samoorganizirane galerije Podroom u Mesnickoj ulici u Zagrebu - posvecen 
pitanjima prava umjetnika na naknadu za izlaganje rada, standardnih ugovora i 
poboljsanja socio-ekonomskog polozaja umjetnika u odnosu na radnike u 
kulturnim institucijama. 

Medutim, kao sto smo istaknuli na pocetku, polarizaciju kulturnog sistema 
na institucionalnu i izvaninstitucionalnu sferu u likovnim umjetnostima u nggo- 
ima pratio je bijeg ili, gledano s druge, institucionalne strane ograde, izopcenje 
novih umjetnickih, kulturnih i drustvenih praksi izvan institucija sistema na 
njegovu marginu. Suvremena produkcija odvijala se i danas se u velikom dijelu 
nastavlja odvijati u galerijsko-izlagackim prostorima koji, za razliku od velikih 
muzejskih pogona, tavore izvan institucionalnog sistema ili u sivim zonama na 
njegovim marginama, raspolazu s minimalnim sredstvima za redovnu djelatnost 
i najcesce umjetnicima mogu ponuditi tek minimalna sredstva za produkciju 
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djela, ali ne i pravednu naknadu za rad. Dugogodisnja marginaliziranost 
suvremene umjetnicke produkcije ostavilaje potencijalnu institucionalnu kritiku, 
sindikalizaciju i borbu za radna prava likovnih umjetnika bez adresata. Gladujuci 
samostalni umjetnik moze se obratiti samo oskudijevajucem kulturnom radniku. 

Paradoksi disfunkcionalnog razvoja kulturnog sistema nigdje se ne ocituju 
jasnije nego u jazu izmedu obespravljenog polozaja umjetnika i znacaja koje 
drustvo pridaje suvremenoj umjetnosti izgradnjom novih skupocjenih muzejskih 
zdanja i poticanjem glomaznih muzejskih pogona, kao sto je novozagrebackih 
moloh od 400 milijuna kuna ili pogon Klovicevih dvora. Dok likovni umjetnici 
predstavljaju krajnji pol obespravljenosti, ni umjetnici niti kulturni radnici u 
drugim izvaninstitucionalnim poljima nisu u mnogo povoljnijem polozaju. 
Oskudna financijska sredstva, ogranicena infrastruktura i organizacijska 
nestabilnost redoviti su elementi pauperizacije kulturne produkcije, a u 
nerijetkim slucajevima kada su umjetnici i kulturni radnici prinudeni privredivati 
u drugim djelatnostima ne bi li sami financirali vlastiti umjetnicki rad svjedocimo 
de facto amaterizaciji kulturno-umjetnicke proizvodnje. 


Otvaranje institucija 

lako se temeljita reforma kulturnog sistema ne cini izglednom, ako i kad dode 
na red ona ce morati krenuti od institucija - transformacije postojecih 
institucija i izgradnji novih institucionalnih formi. Pritom skleroticnost institucija 
ne smije postati izgovorom da se krene u dokidanje javnih institucija ili 
privatizaciju javnog kulturnog sustava, jer ako nestanu institucije rasparat ce se 
postojeci kulturni resursi, ukinut ce se radna mjesta, isceznut ce javno 
financirana kultura, zamrijet ce nezavisna kultura, dokinut ce se prostor 
progresivnog kulturnog djelovanja. Dijelom iz tih razloga proteklih godina 
inicijative nezavisne kulture i drugih civilno-drustvenih sektora u vise hrvatskih 
sredina pocele su zagovarati nove oblike javno-civilno-drustvenih partnerstava i 
suradnji ne bi li se stvorile nove javne institucije i nove institucionalne forme 
koje bi mogle proizvesti sinergiju stabilnih institucionalnih uvjeta i dinamicnosti 
proizvodnje u sirem kulturno-umjetnickom polju. 

Iz takvog procesa zagovaranja, koji u ovom slucaju nije prosao bez konfrontacije 
s lokalnim vlastima, nastao je, primjerice, POGON - Zagrebacki centar za 
nezavisnu kulturu i mlade. Rijecje o mjesovitoj instituciji koju su osnovali grad 
Zagreb i savez udruga nezavisne kulture u kojemujavni partner osigurava 
prostornu infrastrukturu, a civilno-drustveni partner program i koordinaciju. 
Institucionalni model tu je voden nacelom dijeljenja resursa i poboljsanja opcih 
uvjeta za djelovanje najslabijih aktera u kulturnom sistemu. POGON je pritom 
proizasao iz specificne potrebe nezavisne kulture u Zagrebu za prostorima za 
produkciju i prezentaciju programa. Drugi modeli novih institucija ili otvaranja 
starih bit ce drugaciji i ovisit ce o specificnim potrebama sredine u kojoj ce 
nastajati ne bi li se osigurala odrzivost sireg kulturno-umjetnickog polja, otvorili 
resursi prema drugim akterima i ukljucili u progresivne drustvene procese. 

Medutim, reforma kulturnog sistema, pogotovo u godinama ekonomske 
krize i trajne dominacije postojecih institucionalnih stupova nacionalne kulture 
nad kulturnom politikom, krajnje je neizgledna. Stoga ce se nastojanja da se 
uvedu institucionalne inovacije u kulturni sistem morati nastaviti kretati u 
taktickom prostoru punktualne inovacije, ustrajuci na onom sto bi trebao biti 
krajnji drustveni horizont otvorenih institucija: ocuvanje zajednickih dobara, 
poticanje inkluzije i drustvene jednakosti, odrzivost sire kulturno-umjetnicke 
produkcije. 
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n these years when decisions in public financing of culture in 
Croatia regularly remind us that that which is first to suffer cuts in 
financing and which is, accordingly, redundant in our cultural 
system is that part of culture that has over the last decade proven 
to be the source of its vitality and development - i.e. non- 
institutional, independent culture and cultural programs -, there's 
no need to reiterate that the cultural system is dominated by 
institutions. However, although the unassailable position of ossified 
institutions, which are taken for granted regardless of their program and its 
quality, might seem as an unsurpassable horizon of our cultural policy, we 
should bear in mind that the role of cultural institutions has been 
dramatically changing over the course of our recent history. 


The nationalist rupture of 1991 and the leveling of the cultural 
system 


The institutional landscape in socialism achieved a relative internal 
differentiation with regards to approaches to artistic and cultural production, 
positions vis-a-vis the political system and organizational forms. Cultural 
system included also institutional models such as student cultural centers, 
youth centers and municipal cultural centers where different forms of 
alternative, subcultural or socially engaged forms of cultural activity could 
take place. 

The examples abound all over former Yugoslavia and their history would 
require a separate analysis of the specific institutional forms, their position 
towards the large institutions of the system and the political circumstances 
which shaped their evolution. It was, for example, a small Novi Sad-based 
production company Neoplanta that produced a whole array of 
groundbreaking achievements within what is today known as the new 
Yugoslav cinema. Although 1971 brought about a change of the political 
climate, along with censorship and a shift in the company's orientation, this 
was an example of a specific institutional genealogy and form which 
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contrasted the dominant structure of cinematic production of the time. In 
the same period, a seminal role in innovating the cultural and artistic 
production was played by student cultural centers with their comprehensive 
organizational structures, as was the case with Zagreb, Ljubljana or Belgrade 
student cultural centers. Or, not to limit the examples to the period 
preceding the cultural repression of the late 60s and early 70s, we can 
mention the Zagreb Youth Cultural Center. 

However, in the beginning of the 90s, with the onset of a nationalist 
cultural policy, the cultural system was practically reduced only to the 
representative pillars of national culture, while professional competence was 
replaced by political conformism and allegiance. 

It is from the opposition to the political project, which aimed to con¬ 
struct a new national identity and put the public culture to the task of fulfilling 
that goal, that new social movements, new artistic and cultural practices 
emerged. However, once that political project had collapsed, together with the 
legitimation it sought in culture, institutions of the system didn't find in their 
work and functioning a way to approach these new social, cultural and artistic 
tendencies. Over recent years the changes and developments within the 
cultural system were not happening in its center, but rather on its margins, 
driven by civil society initiatives and organizations, which only rarely found 
acknowledgement and support in instruments of official cultural policy. 


The status quo of cultural policy 

The prolonged polarization among the institutional and non-institutional 
culture was perpetuated by a cultural policy lead primarily by the informal 
influence of institutional and personal positions of power within the system 
and focused on conserving the status quo. In spite of being the declared 
point of departure for all cultural strategies and cultural development 
policies, development and innovation were in fact of marginal importance to 
those responsible for cultural policies. In a system of permanently fixed 
positions and production scales between institutions and cultural fields, a 
system that does not even allow more propulsive institutions to grow at the 
expense of the atrophied ones, new organizational forms and new practices 
stand a minimal chance to be given access to adequate production and 
organizational resources, and have no chance to get the funding on the scale 
of that available to the institutional sector. In a system that does not allow 
for the positions to be changed, the dynamics are blocked. 

The response of local and national level policymakers to such a 
disproportion of available resources and the ossification of cultural 
production was for years based on support to various festivals. Such policy, 
as a specific form of support of the non-institutional culture, became 
particularly common in Zagreb after 2000. This was a policy of good 
intentions with very little room for manoeuvre aiming to create a change, 
supposedly built on the positive experiences of the 70s and 80s. The festivals 
were to foster development of the non-institutional forms as well as the 
creation of a new audience; the readiness of public authorities to invest in 
festivals above what they were investing in the regular non-institutional 
production pushed the non-institutional actors to turn to organizing 
festivals as a way to acquire more substantial funds for their work. The 
festivals thus turned into a substitute for the lack of change within the 
cultural system. 
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However, it is obvious today that the inflation of festivals and the 
increased competition among them produced the opposite effects: the local 
production has been pushed to the margin of the festivals or to the festivals 
of the marginal; the marketing activities of festivals, revolving around foreign 
productions and famous names, annulled the importance of programmatic 
and conceptual issues; while the audience raising was replaced by 
competition for and exhaustion of the more or less same target audience. 

The negative effect of festivalization is most readily obvious in the field of 
cinematic and performing arts. There the abundance of film festivals 
obscures the permanent deficit of art cinemas and an adequate repertoire. 
And with a large number of events featuring new theatre, contemporary 
dance and performance art it is easy to overlook the permanent deficit of 
institutions which would produce, select, program and raise audiences for 
the current performing arts production outside the ensemble theaters. Such 
direction of the cultural policy becomes even more detrimental if we 
consider performing arts as a publicly subsidised form of artistic and cultural 
production: without the necessary institutions, theatre houses and repertoire 
venues that would present and select the independent productions, the 
independent theater and dance companies are forced to invest their modest 
funds almost exclusively into producing a show after a show, as they have no 
opportunity to present the existing ones to the audience. At the same time, 
presenting the current production in such an haphazard manner to which 
little thought was given does not allow an audience to be formed, which 
explains the gradual disappearance of the audience outside festival events. 


Pauperisation and amateurisation of the artist and the cultural 
worker 

The polarization of the cultural sector, in addition to its negative effect on 
the development of the cultural production and circulation also has negative 
socio-economic consequences in the domain of labour, further deepening 
the gap between artists and cultural workers within and outside the 
institutional and non-institutional cultural sectors. Although the genesis of 
that gap between the employed and independent artists and cultural 
workers predates the nationalistic stratification of the cultural production in 
the nggos - and is deeply related to the separate processes of development 
and institutionalization of individual art forms - protection of labor rights 
and the ability of independent artists to unionize is further undermined by 
the position within the cultural system of the non-institutional culture that 
is nowadays the locus of contemporary artistic production. 

Take the example of the most precarious of fields in art production - 
the visual arts. In the Yugoslav cultural system of the 70s and 80s 
conceptualist tendencies, new art practice and self-organized collective 
action by artists launched a process of institutional critique, questioning the 
relations between the production, valorisation and circulation of the artistic 
work, trying to limit the monopoly of the institutions of the system - the 
exhibiting institutions and the public funding body known as Self-managed 
interest community (Samopravna interesna zajednica ) - over the aesthetic 
and economic valorisation of the artistic work. At the end of the ngyos the 
discussion on labour rights of independent artists peaked, triggered by the 
newly enacted law regulating the matters of independent artist. So, for 
example, the First Issue of the catalogue of the artist association Radna 
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zajednica umjetnika Podroom - wherein the group of artists: Demur, 
Ivekovic, Maracic, Martek, Martinis, Petercol, Stilinovic and others look back 
at and, as it will turn out, conclude the three-year activity of their artist-run 
gallery Podroom in the Zagreb Mesnicka Street - was devoted to the issues 
of the artists' right to be fairly remunerated for exhibiting of their work, 
standardized contracts and improvement of the socio-economic position of 
artists in relation to the workers in cultural institutions. 

However, as we pointed out in the beginning, the polarization of the 
cultural system into the institutional and non-institutional sub-systems in 
the iggos was in the case of visual arts accompanied by a flight, or, if seen 
from the other, institutional side of the fence, excommunication of new 
artistic, cultural and social practices from the institutions of the system onto 
its margins. The contemporary production has relocated into galleries and 
exhibition spaces which, unlike the large museum machineries, struggle 
outside the institutional system or in the gray zones at its margins, with only 
minimal funds for regular activities and usually able to offer to artists only 
minimal resources for producing the piece, but not a fair remuneration for 
labour. The years of marginalizing contemporary artistic production left any 
potential institutional critique, unionisation or struggle for labour rights of 
visual artists without an addressee. A starving independent artist can only 
turn to the destitute cultural worker. 

The paradoxes of the dysfunctional development of the cultural system 
are nowhere more visible than in the gap between the disempowered 
position of the artist and the importance the society attributes to 
contemporary art by building new, expensive museum edifices and 
prioritizing gigantic museum institutions, epitomized by the 400-million 
Kuna Moloch of the new Zagreb Museum of Contemporary Art or by the 
Klovicevi dvori museum in Zagreb. While the visual artists are at the very 
extreme of disempowerment, artists and cultural workers in other non- 
institutional fields are not in a significantly better position. Lack of funding, 
limited infrastructure and organizational instability are regular features of 
the pauperization of cultural production, and in the frequent case of an artist 
or a cultural worker forced to find employment elsewhere in order to self- 
finance the artistic work, we are witness to a de facto amateurization of the 
cultural and artistic production. 


Opening the Institutions 

Although the wholesale reform of the cultural system is not likely, if and once 
the reform does happen it will have to start from the institutions - 
transforming existing institutions and constructing new institutional forms. 

In this process, however, the scleroticism of institutions cannot become a 
pretext to start dismantling public institutions or privatizing the cultural 
system. If institutions would disappear, the cultural facilities would go too, 
jobs would be lost, public culture would be shut down, independent culture 
would go under, potential for progressive cultural action would be 
foreclosed. It is in part these concerns that have pushed the initiatives of 
independent culture and other civil society sectors to start advocating new 
forms of public-civil partnerships and collaborations that could lead to new 
public institutions and new institutional forms, and that could produce 
synergies needed in the artistic and cultural production between the stable 
institutional conditions and the dynamism of production. 
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Just such an advocacy process, a process which didn't go down without 
confrontations with local authorities, resulted in the founding of POGON - 
Zagreb Center for Independent Culture and Youth. POGON is a hybrid 
institution established jointly by the city of Zagreb and an association of 
independent cultural organizations, where the public partner provides spatial 
facilities and the civil society partner provides programming and 
coordination. The institutional model here is based on principles of sharing 
resources and improvement of conditions of production for the weakest 
actors in the cultural system. However, POGON addresses particular needs of 
Zagreb's independent cultural scene for production and presentation spaces. 
Other models for new institutions or opening up of old institutions will need 
to reflect needs of their own context - what is needed there in order to 
secure the sustainability of larger artistic and cultural field, to open up 
resources to other actors and engage in progressive social developments. 

Again, the reform of the cultural system, particularly in the context of 
economic crisis and lasting domination of old institutional pillars of national 
culture over the cultural policy, remains unlikely. Therefore, efforts to 
introduce innovations into the cultural system will need to continue to 
intervene tactically with localized innovations, never losing from sight what 
ultimately should always remain the social purpose of open institutions: 
preservation of common resources, promotion of inclusiveness and social 
equity, sustainability of artistic and cultural production. 
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Iscekujuci kraj 
drustva kreativnosti 
i znanja : paralelizmi 
tranzicijske kulturne i 
obrazovne politike 

Mario Kikas 


ostizanjem politickog konsenzusa o daljnjem 
\ integracijskom putu Hrvatske sredinom prve dekade 

2000-ih, lagano se poceo preuzimati i oficijelni europ(ej) 
J ski diskurs (upravo ustolicen tih godina nakon 

_"prosperitetnih" devedesetih u EU) iz kojeg su redovno 

iskakale mantre u obliku sintagmi medu kojimaje 
najzvucnija bila upravo ona o drustvu znanja. Rijec je o 
tvorbi koja proizlazi iz spomenutih europskih strateskih 
planiranja (preciznije - Lisabonske strategije iz koje je kasnije nastao i temeljni 
dokument Europske unije) o kojoj se kod nas polako prestalo govoriti (ili se 
nastavilo govoriti, ali s primjetnim ironijskim odmakom) nakon proljeca 2009. 
i studentskih blokada visokoskolskih institucija po cijeloj drzavi koje su se 
kasnije pokazale kljucnim politickim momentom, sto zbog samog 
detektiranja sistemskog ogranicavanja dostupnosti obrazovanja (pa onda 
shodno toj logici i ostatka javnog sektora) u neoliberalnim tranzicijskim 
okvirima, sto zbog politicke artikulacije koja je "podsjetila" na epistemologiju 
kojoj su masovno (kako s katedri, tako i iz eurokomunistickih parlamentarnih 
klupa i sindikalnih pozicija) zazeljeli sretan put jos tijekom osamdesetih. Od 
kraja prve dekade 2000-ih, reakcije i djelovanje razlicitih inicijativa na val 
komercijalizacije javnog sektora (koji u ovom trenutku doseze svoj vrhunac), 
oduzimanja javnog prostora i komodifikaciju svega sto mu je podlozno, 
predstavljaju jedinu alternativu postojecem konsenzusu oko smjera u kojem 
drzava ide. Rijec je o fiksiranom itineraru eurointegracija s pripadajucom 
ekonomskom politikom kriznog menadzmenta, a posebno onog u eurozoni, 
koja postaje dodatno intenzivirana, gurana, i (medijski) banalizirana 
mazohistickim slikama susprezanja od konzumeristickih karticnih penetracija, 
stezanja remenja i si. zbog nekih buducih eventualnih uzivanja u blagodatima 
trzisne ekonomije i njezinih ciklusa. Listanjem takvih slikovnica s popratnim 
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"ekspertnim analizama" ekonomske situacije u drzavi, Europi i svijetu, 
redovno nailazimo na isti sizejni ustroj, a sretan zavrsetak je uvijek u 
privatizaciji javnog sektora (i infrastrukturnih tvrtki u drzavnom vlasnistvu: 
elektroprivreda, vodoprivreda, telekomunikacije) koji je redovito "gubitaski" ili 
"neodrziv", a ako kojim slucajem nesto od toga jest profitabilno onda je 
nuzno umoceno u crnilo "korupcijske hobotnice" sto je postalo ultimativnim 
opravdanjem za privatizaciju jer postojeca logika racuna s tim da privatni 
kapital nije podlozan ulasku u sive zone. Ne uzima se u obzir da je kapitalizam 
u Hrvatskoj restauriran upravo u sivoj zoni tijekom devedesetih, a njegovi su 
prakticni i teorijski izvrsioci danas ili "analiticari" koji zagovaraju potpunu 
privatizaciju i podvrgavanje trzistu ili nova ekonomska elita koja ce ju (opet) 
provesti. Navedena logika i prateca diskurzivna matrica pripreme nuznih 
privatizacijskih mjera lako se uocava i u domeni koja se uspjela (vise po 
inerciji nego stvarnom politickom zeljom i artikulacijom) djelomicno ocuvati 
od sudbinskog podredivanja trzistu. S obzirom na logiku proizvodnje, struk- 
turnu specificnost, pratece pojedinacne korupcijske slucajeve (paradoksalno, 
raison d'Etat za stavljanje na bubanj), sektor visokog obrazovanja se ubrzo 
nasao na udaru najnovijih budget cut modela hrvatske Vlade upakiranog u 
tzv. Program gospodarskog oporavka (sic!), sto je naposljetku rezultiralo 
pustanjem u proceduru paketa zakona o znanosti, visokom obrazovanju i 
sveucilistu 01 . Potonji je isao u smjeru dodatne etatizacije visokoskolskih 
institucija, dok su prva dva za cilj imala trasiranje puta ka daljnjem smanjenju 
javnog financiranja ovog sektora te komercijalizaciji odnosno mogucim 
privatizacijama znanstvenih instituta, fleksibilizacijom radnog mjesta u 
akademskim pogonima, skolarinama i si. Otprilike pola godine kasnije u 
okviru istog "gospodarskog oporavka" Ministarstvo kulture predlaze Zakon o 
pravima umjetnika i obavljanju umjetnickih djelatnosti. Paralelizmi u dvjema 
zakonskim poetikama upucuju na to da je rijec o sistemskom udaru na 
sektore koji su dosad, zbog spomenutih specificnosti, odolijevali konacnom 
prepustanju na brigu trzistu. Slicni paralelizmi se mogu uociti i u devedese- 
tima jer je oba "sektora" zahvatila impostacija jednakih ideoloskih temelja: 
podvrgnutost vladajucem nacionalizmu, purizmu i tradicionalizmu (bez vecih 
strukturnih promjena), a imanentna "javna potreba" lako se mogla prevesti u 
"potrebu za duhovnom obnovom". I (visoko) obrazovanje i kultura tijekom 
Tudmanova rezima nisu prepusteni valu privatizacije jer su imali kljucnu 
ulogu u rezimskom projektu i uspostavljanju hegemonije: visoko obrazovanje 
je izbjeglo privatizaciju (uz najavu kasnije izrazenije komercijalizacije - 
uvodenjem skolarina) dok je "iz cjeline kulturnih djelatnosti u toj fazi 
privatizirana samo sfera izdavackih poduzeca jer su ona imala strukturu 
najslicniju tipicnim komercijalnim poduzecima" (Zlatar, 2008: 37). Nered je 
nastao u oba sektora nepostojanjem tzv. sustavnih politika, nebrigom i 
neodrzivom hibridizacijom struktura iz vremena socijalizma (odredeno 
vrijeme su opstajale javne ustanove u kulturi, dokje zakonska regulativa u 
visokom skolstvu svoj juridicki kontinuitet vukla iz sezdesetih) u koji je 
ubrizgan novi ideoloski sadrzaj (a selektivno ubrizgavan onaj financijski) uz 
postepeno postavljanje signalizacije ka euro-tranzicijskom neoliberalizmu 
koji je kaskao poradi nacionalnih ekspanzionistickih teznji i posljedicne 
izolacije od "zapadnog svijeta", tj. integracijskih procesa. Zateceni nered u oba 
sektora bioje izgovor trecesijecanjskoj vladi (lijevog) centra da kaos izbrise 
jednostavnom primjenom evropskih agendi. U slucaju visokog obrazovanja to 
je bila bolonjska reforma visokog skolstva kojaje nametnuta prilicno napras- 
no, dokje kulturna politika bila zamisljena dokumentom Strategije kulturne 
politike Hrvatske (dovrsena 2001. u autorstvu tadasnje doministrice kulture 


or Na stranicama sindikata 

Akademska solidarnost nalazi se 
iscrpan materijal vezan uz 
zakone: od redovnih reakcija - 
izjava i ocitovanja samog 
sindikata (koji je nastao iz 
otpora spomenutim zakonskim 
rjesenjima), visokoskolskih 
institucija i studentskog pokreta 
do detaljnog seciranja 
predlozene zakonske regulative. 
(usp.http://sites.google.com/ 
site/akadsolid/ 20.9.2011.) 
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Biserke Cvjeticanin i Vjerana Katunarica) koji u praksi nikad nije zazivio zbog 
stranackih ciklusa unutar politickog sustava liberalne demokracije. Jasno je da 
spomenuti prijedlozi zakona kao mjere gospodarskog oporavka (sto razotkri- 
va njihovu sustinu i bez detaljnijeg iscitavanja predlozenih mjera) predstavlja- 
ju nastavak provodenja europskih politika koje su davno odustale od javnog 
interesa, a pogotovo u trenutku krize i politickih reakcija u vidu uvodenja tzv. 
mjera stednje. Stoga ne cudi slicnost oba prijedloga zakona 02 i istovjetnost u 
malignosti procedure njihovog donosenja koju odlikuje demokratski deficit 
zatvaranjem prema struci neprovodenjem javne rasprave i onemogucava- 
njem participacije u izradi zakona onih na koje se zakonska regulativa odnosi. 
Ne predvidaju se dodatna proracunska sredstva za provodenje samih 
zakonskih promjena, uvode se nova upravna tijela ili institucije preko kojih ce 
predstavnici drzave (uz vrlo vjerojatnu asistenciju predstavnika "realnog 
sektora") kreirati financijsku sliku obrazovne i kulturne politike - sto znaci 
dodatno smanjenje javnog financiranja i stavljanje naglaska najavno- 
privatna partnerstva. 

Logika kojom je vodena obrazovna i kulturna politika, ciji su produkti i 
ovi zakoni, svoje sektore vidi kao potrosace javnog novca, pogone koji ne 
proizvode, a za opstanak im je nuzna "suradnja" s proizvodnom djelatnoscu, 
tj. gospodarstvom. Njihova ucinkovitost nalazi se ili u proizvodnji radne snage 
za trziste rada (u slucaju akademskog pogona), u komodifikaciji (u slucaju 
kulture) ili u prelijevajucem efektu 03 u "partnerskom odnosu" s gospodarskim 
subjektom. Upravo se na potonjem ucinku temelji agenda EU-a kojom se 
sugerira da bi gospodarstvo bazirano na inovaciji i znanju trebalo biti garan- 
cija gospodarskog rasta i evropske kompetitivnosti na globalnom trzistu 04 . 


Flourish or perish! 

Paralelizmi (legalisticki i financijski) izmedu procesa u kulturnom i akadem- 
skom pogonu nisu slucajni i imaju, kao sto je pokazano, jasne ekonomske 
razloge pa posljedicno i institucionalne izvedbe u vidu razlicitih interdiscipli- 
narnih klastera. Interdisciplinarnost (a posebice ona izmedu humanistickih 
znanosti i kulturne proizvodnje) dugo je sluzbeno zagovarana u dokumen- 
tima Europske unije. Medutim, takva institucionalna radikalizacija (posebno 
izrazena nakon toboznjeg rjesavanja monumenata i velikih naracija povijesti, 
kako voli primijetiti "znanstveni", zamjetan dio tog interdisciplinarnog 
partnerstva) vodena je ekonomskim interesima, sto otkriva i Sedmi okvirni 
program za istrazivanje i tehnoloski razvoj Europske unije (usp. Dokuzovic, 
2on). Lina Dokuzovic u svom tekstu Kultura i obrazovanje ili ekonomija 
prelijevanja upravo upozorava na ekonomsku osnovu (na prvi pogled) 
radikalnih institucionalnih rjesenja koja su vodena neoliberalnom doktrinom. 
U slicne okvire umetnut je i prostor evropskog obrazovanja uspostavljenjem 
bolonjskog akademskog prostora, dok se tradicionalna institucionalna 
struktura sveucilista fleksibilizirala propagiranjem suradnje s profitabilnim 
industrijama (a zapravo ovisnosti o njima) koje iskoristavaju inovacije i 
kreativnost kulturne i obrazovne domene u koje se prelijevaju njihovi efekti. 
Takvi klasteri (izvrsnosti) postaju i prostorno ustoliceni monumentalni simboli 
zagovarane izvrsnosti u obrazovanju, ali i u kulturnoj djelatnosti (usp. 
Dragojevic & Dragicevic-Sesic, 2008.). Kontradikcija ovakve koegzistencije 
kulture (znanosti), tj. kreativnih industrija (termin europske birokracije za to 
nedefinirano podrucje 05 ) i ekonomije je sluzbeno poricana uz proklamiranje 
heterogenosti politickog polja i slobode aktera ukljucenih u ovakvu 


02 S obzirom na strukturni 

dualizam ili pluralizam kulturne 
scene te nepostojanje slicnih 
organizacija (kao u slucaju 
Sindikata AS), detaljnije seciranje 
zakonskog prijedloga 
Ministarstva kulture spalo je na 
"privatnu" inicijativu Dejana 
Krsica. Bez obzira na njegovu 
iscrpnu analizu (kroz cetiri 
teksta objavljena na http:// 
www.kulturpunkt.hr/i/ 
kulturoskop/462/ 19.9.2011.) 
samog teksta zakona i pozicija 
aktera u samoj proceduri 
(Ministarstvo i HZSU-a) te 
detektiranje slicnosti s 
paralelnim neoliberalnim 
tendencijama u visokom 
skolstvu, on ipak ostaje vjeran 
ideji "hibridnog" modela 
kulturne politike "koji uz 
'poduzetnicki model' kreativnih 
industrija ukljucuje i cuva 
tradiciju drustvene i kulturne 
vrijednosti, socijalne svijesti, 
demokratske participacije u 
odlucivanju i zadrzava raznolike 
oblike i izvore javnog 
financiranja" (Krsic, 2011.) sto je 
podlozno kritici s obzirom da je 
rijec o modelu koji se bazira na 
partnerskom odnosu nezavisne 
kulture i privatnog sektora (o 
cemu cu konkretnije red u 
nastavku teksta). Vrlo je tesko u 
danim okolnostima 
neoliberalnog kapitalizma 
zamisliti poeticko-politicku 
konzistentnost kulturne scene 
usmjerenu prema kritici upravo 
spomenutih "okolnosti" dok se 
istovremeno financiraju od 
strane nositelja tih istih 
"okolnosti". 

03 Rijec je o pojmu iz teorije javnih 
financija za situaciju u kojoj se 
korist od odredenog javnog 
dobra ili usluge prelijeva u drugo 
(porezno) podrucje. Ovaj termin 
dosta precizno oslikava odnos 
kreativnih industrija i(li) 
obrazovanja s jedne i 
gospodarstva tj. profita s druge 
strane (usp. Dokuzovic, 2011.) 
Drugim rijecima, gospodarski 
partner u ovom odnosu ima 
maksimalnu korist uz minimalne 
troskove primjenjujuci inovacije 
i znanja bez kompenzacije. 

04 Raimund Minichbauer u svom 
tekstu Pjevajuci kreativnu 
mantru: ubrzana ekonomizacija 
kulturne politike Europske unije 
izdvajajedan od "sudbinskih" 
ciljeva Lisabonske strategije (u 
vrijeme nastanka teksta nije jos 
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koncepciju (usp. Minichbauer, 2on: 150) iza cega se zapravo krije uhodana i 
odavno sluzbena politika Europske unije o deregulaciji i "oslobodanju" od 
upliva javnih financija. U tako postavljenoj igri, neki ce opstati tj. cvjetati 
(flourish) s obzirom na uspjesnost odigrane utakmice sa slobodnim akterima 
trzista, dok ce vecina biti podvrgnuta mjerama stednje u javnom financiranju 
kao sudbe koja je namijenjena svima koji ne misle zastitu (vec dobrano 
nagrizenog) javnog i dostupnog dobra zamijeniti proklamiranjem slobode i 
inovativnosti na trzistu - i vrlo moguce - nestati (perish). Ovako zamisljen 
amalgam "kreativnih industrija izvrsnosti" koje su u sebe usisali sektor kulture 
i obrazovanja (na koje se gleda kao na okamine nekih "homogenijih" vreme- 
na) kao dio javnih politike (ili drzave ili Unije) odvaja eksperiment i kritiku u 
znanosti i kulturi od njihove sluzbe javnom interesu uz strukturalno margina- 
liziranje 06 (ne)uspjesnih po vec spomenutom principu "flourish or perish" te 
podvrgavanje prekarnosti sudionika u spomenutim interdisciplinarnim 
procesima (usp. Dokuzovic, 2011). Drugim rijecima, gubi se sama mogucnost 
kriticke prakse i umjetnicke proizvodnje uz fleksibilizaciju radnog mjesta 07 , tj. 
socijalnu marginalizaciju sudionika u spomenutim procesima. Ocigledan izraz 
vladajuce ekonomske doktrine, dodatno intenziviran s obzirom na ono sto se 
naziva ekonomskom krizom, nailazi i na svoju teorijsku (tj. ideolosku) verifika- 
ciju poput one Richarda Floride o kreativnim klasama koje su prostorno 
izdvojene svojim zivotnim stilovima, obrazovanjem i kreativnoscu (sto nije 
nista drugo nego "progresivnija" verzija teorije mentaliteta za novo doba 
"izmjestenosti", "heterogenosti", "interdisciplinarnosti"), potpuno ignorirajuci 
ekonomski, tj. klasni aspekt takve toboze nove klase i njihovih proizvodnih 
odnosa. Takve zamagljene vizije u kojima se ustolicuju nove klase, samo su 
nastavak posmrtne povorke koja je redom zakapala ideologiju, klasu i 
povijest, dok se politicko-ekonomske agende ciji su proizvod upravo klasteri 
izvrsnih pritom (samo)legitimiraju na katedrama (ili jos gore, uopce se ne 
problematiziraju) pridajuci im karakter prirodnog stanja. 


Realno stanje stvari u pogonima 

U ovom kontekstu se moze sagledati i stanje u nasim strukama, tj. sektorima 
koje cesto (kao i sluzbena politika) olako i nekriticki preuzimaju proizvode 
metropole kako bi se ustolicili na domacem akademskom ili kulturnom (tj. 
umjetnickom) trzistu. Izdvojio bih dva nedavna primjera koji vrlo jasno 
upucuju na "neinventivnost" i mainstream promisljanja vlastitih institucional- 
nih i trzisnih pozicija u okvirima tranzicijskog kapitalizma koji predstavljaju i 
zadnji "paralelizam" kulturnog i akademskog pogona u ovom pokusaju 
ekspozicije njihovog trenutnog stanja u Hrvatskoj. Nasu znanost o knjizevno- 
sti nedavno (2009.) je zatekla dugo ocekivana rasprava o vlastitom institu- 
cionalnom stanju s obzirom na metodoloski aparat (tj. knjizevnoteorijsku 
proizvodnju) i drustveni kontekst u kojem "stasa"° 8 . Uz neizbjeznu bojazan od 
redukcije same argumentacije sudionika u raspravi (Aleksandra Mijatovica i 
Davida Sporera), nadovezat cu se na one dijelove tekstova koji upucuju na 
vec prije spomenutu ignoranciju prema historijskom kontekstu i ekonomskim 
uvjetima u kojima se razvija jedan dio akademskog pogona - u ovom 
primjeru znanost o knjizevnosti. U tom smislu, izrazito je simptomatican 
Mijatovicev odgovor na Sporerovo detektiranje komodifikacije i estradizacije 
humanistike uspostavljanjem trzista teorijskih blockbustera, ali i upozorenje 
na interdisciplinarne mutacije i hibridizacije (usp. Sporer, 2007). Mijatovic se 
pita "zasto bi se zapravo teorija trebala emancipirati od trzista i nuditi iluzije 


bio usvojen Lisabonski 
sporazum): stvaranje 
najkompetitivnije i 
najdinamicnije ekonomije 
bazirane na znanju (usp. 
Minichbauer, 2on: 150). Ubrzo je 
ova krilatica o ekonomskom 
prosperitetu (donesena nakon 
devedesetih i prividnog 
blagostanja Treceg puta) postala 
i egida ekonomizacije znanja i 
kreativnosti, tj. obrazovanja i 
kulture. Kasnije je u 
birokratskom pojmovniku 
Europske unije usvojena i 
sintagma kulturne (kreativne) 
industrije koja ce u Kulturnoj 
agendi Europske komisije biti 
oznacena "najbrze rastucom 
industrijom u mnogim 
europskim zemljama" (usp. 
http://ec.europa.eu/culture/ 
our-policy-development/ 
docn99_en.htm 21. 9.2011.) 

05 Odnosi u kulturnim politikama 
dugo vremena uopce nisu bili 
definirani cak ni od strane revne 
EU birokracije (usp. Huijgh and 
Segers, 2006:73), sto je 
ostavljalo prostora za nastavak 
proizvodnje mantri o globalnim 
kulturnim interesima i 
pozicioniranjem Europe 
razlicitosti unutar svijeta 
kulturne raznolikosti. Ubrzo je 
postalo jasno daje politika 
Europske unije odana koncepciji 
kulturne politike - oslobodene 
svih drustvenih aspiracija (usp. 
Huffschmid, 2006). 

06 Gregory Sholette upravo u tim 
legislativom i institucijom 
"marginaliziranim", "neizvrsnim" 
(umjetnickom praksom) i 
"nevidljivim" (od strane 
institucionalizirane 
kunsthistoricarske kriticke 
prakse) vidi drustveni (i 
esteticki) potencijal u 
postindustrijskim okvirima 
(http://www. 

journalofaestheticsandprotest. 
org/3/sholette.htm 16.9.2011.) 

07 Spomenuti Zakon o pravima 
umjetnika i obavljanju 
umjetnickih djelatnosti takoder 
ide u ovom smjeru svojim 
restriktivnim uvjetima, a 
slobodnog umjetnika se 
razlicitim mjerama odreduje kao 
socijalnu kategoriju i jos jedan 
dodatni proracunski izdatak za 
drzavu. Prekarnost (neizvjesni 
rad) je, pak, kategorija otvoreno 
propagirana u sluzbenoj 
socijalnoj politici Europske uniji 
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da kao znanost odolijeva trzistu" (Mijatovic, 2009: 3), a jedini pravi putvidi u 
tome da se knjizevna teorija upravo "artikulira na trzistu, a ne da se izdaje kao 
prividno pribjeziste pred trzistem" (ibid.). U maniri puno ozbiljnih ignoriranja i 
zatvaranja ociju pred ekonomsko-politickim realitetima, Mijatovic ide korak 
dalje i upravo u trzisnoj poziciji teorije vidi prostor za njenu daljnju artikula- 
ciju, valjda s obzirom na vlastiti merkantilisticki praiskon (do kojeg dolazi 
etimoloskim ekstrapolacijama od Hermesa [usp. Mijatovic, 2009: 20], ali se 
pritom ne usuduje doci do kasnog kapitalizma) i nomadsko prezivljavanje u 
razlicitim sistemima i ekonomskim uvjetima. Na metaforiku i tekstualizaciju 
svega pa i trzista smo se vec navikli, ali u ovom slucaju se olako prelazi preko 
samog "historijskog" razvoja vlastite struke koja danas trzisno prezivljava 
unatoc svojoj artikulaciji ili upravo zbog svoje artikulacije koja ne ide cak ni u 
smjeru najobicnije samorefleksije vlastite drustvene pozicije, a kamoli neceg 
viseg, nalazeci u ahistorijskim vakuumima ranije spomenuto pribjeziste pred 
artikuliranom kritikom trzisnih odnosa i pozicijom knjizevnosti u njima. 
Paralelno s tim i jedan dio umjetnickog (nezavisnog) pogona otkrio je svoje 
pribjeziste pred smanjenim javnim financiranjem - upravo u artikulaciji na 
trzistu kroz osnivanje kazalisne burze. Rijec je o inicijativi Mreze neovisnih 
kazalista/kazalisnih druzina kojom se zeli stvoriti prostor za egzistenciju onih 
neovisnih skupina i kazalista koji su iz javnih fondova financirani bitno manje 
od institucionaliziranih kazalisnih kuca. Medutim, upravo izborovakvog 
modela "otpora" kulturnim politikama predstavlja politicki, ali bogme i 
poeticki problem za dio sudionika samog burzovnog koncepta. Od pojedinih 
clanova inicijative nije se ocekivalo da dovode i propituju svoju toboznju 
neovisnost koja je ovisna o trzistu, ali zato neki izdanci nase kulturne scene 
kojima je mjesto artikulacije (a burza kazalisnim predstavama to svakako nije) 
bitno poeticko polaziste, iznenaduju svojim sudjelovanjem u ovakvoj 
"inicijativi" (prije svega aludiram na Bacace sjenki ). Sudjelovanje u mrezi 
vodeni idejom prodaje vlastitih proizvoda na burzi (navodeci to kao jedinu 
preostalu metodu borbe protiv sluzbene kulturne politike), mnoga prijasnja 
poeticka rjesenja i angazman, nazalost, dovode se u pitanje i to ne (nasom) 
percepcijom promatraca "gibanja" u suvremenim teatarskim praksama, nego 
upravo akterima koji u kljucnom momentu borbe za svoju "stvar", tj. struku 
postaju stjegonose impostacije simbola kapitalizma - burze - u okvirima 
specificnog kulturnog trzista. To, naravno, ne znaci da se cjelokupna 
nezavisna kulturna scena odlucila pratiti tranzicijska ekonomska rjesenja te 
kreativne izlaze iz smanjenog javnog financiranja nalaziti u burzovnim 
mesetarenjima vlastitih neovisnih proizvoda. Dio nase civilne i kulturne scene 
se u kontekstu opceg vrludanja u post-tudmanovskom liberalizmu politicki 
artikulirao otvoreno kritizirajuci i politicki se aktivirajuci oko nekih 
neuralgicnih tocaka - lokalnih primjera djelovanja sistema na npr. javni 
prostor (pozitivan primjer je Operacija.Crad koja je kulminirala Pravom na 
grad i borbom za Varsavsku, ali i razlicite lokalne inicijative koje zbog boljki 
centralizma nisu dosle do sire javnosti, a odigrale su bitne uloge za sredine u 
kojima su nastale (na pamet mi pada npr. kulturna scena grada Krizevaca iz 
koje se oformio festival S.C.H.O.C.K. koji je usao u otvoren sukob sa gradskom 
vlascu koja pritom nije prezala i od cenzorskih mjera spram njihovih 
poduhvata u prostoru). Medutim u slucaju kazalisne burze, uzimajuci u obzir 
aktere (veliku vecinu) i cilj projekta, gotovo je neumjesno govoriti o njihovoj 
"neovisnosti" kojom se vole diciti. 

U sustini, rijec je o gotovo narucenom oprimjerenju teze da se umjetnicka 
proizvodnja (kao i proizvodnja znanja) ne moze izolirati izvan uvjeta u kojima 
nastaje, a pogotovo ako nastaje kao proizvod toboze nezavisnih kazalista za 


koja ide ruku pod ruku s ostalim 
neoliberalnim mjerama uz nuzne 
teorijske akceleracije koje 
svjesno ignoriraju ekonomske 
uvjete i proizvodne odnose, 
naprasnom ahistorizacijom ili 
pojednostavljenjem 
epistemologijskih tekovina. 

08 Bez ulaska u siru elaboraciju o 
genezi nase znanosti o 
knjizevnosti, valjalo bi 
dometnuti da je rijec o onom 
odjeljku nase humanistike koji je 
za vrijeme socijalizma 
propagirajuci autonomiju 
knjizevnog teksta "ocuvao" i 
autonomiju od vladajuce 
doktrine (uz cast izuzecima koji 
su ostali odani metodi 
historijskog materijalizma bez 
obzira na svoje filolosko 
usmjerenje) sto je ostavilo traga 
i u vremenu poslije pada Zida jer 
nije trebalo prolaziti porodajne 
muke nove epistemologije i 
promjene dresa. Ipak, nasu 
suvremenu znanost o 
knjizevnosti ne treba 
dozivljavati homogeno; na tom 
trzistu paralelno egzistiraju 
prezici i (polu)izvedbe razlicitih 
teorijskih pakovanja. 
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potrebe trzista u cilju ostvarivanja profita, sto je svojevrsni paradoks i uvelike 
otkriva nuznost propitivanja neovisnosti kulturne scene koja (ovdje je to 
posve jasno) nije neovisna o ekonomskoj bazi. Nazalost, ovakav pokusaj 
"odgovora" na nebrigu javnih kulturnih politika putem impostacije trzista 
kazalisnim predstavama ne ostavlja dojam neuspjele sale, nego naivnosti koja 
u trzisnoj jednakosti, nakon velikog historijskog iskustva, vidi nacin opstanka 
jednog umjetnickog procesa, bez obzira na njegovu uspjesnost ili izvrsnost. 
Rijec je vrlo banalnom poistovjecivanju umjetnickog procesa s robom, ili 
preciznije - s dionicama na burzovnim trzistima sto nece imati dugi vijek, ali 
ovim svojevrsnim paradoksom vrlo dobro oslikava proizvodne odnose unutar 
kulturnog pogona kao ijavne politike kao ojosjednom (istina, puno laksem) 
utegu na proracunskoj vagi; jedan od onih trenutaka kada zazalite sto Bertolt 
Brecht nije medu zivima da vidi kako je zapadnjacko poduzece zabave postalo 
cikaska burza. 
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A fter the political consensus was achieved in the mid- 
2000s regarding the further course of Croatia's 
integration into Europe, one could notice the gradual 
adoption of official European discourse (that had just 
been established after the EU's years of "prosperity" in 
the iggos), which regularly included some mantras in 
the form of catchphrases, among which the most 
resounding one was that of the society of knowledge. It 
was a coined collocation that had originated in the abovementioned 
European strategic planning (more precisely, the Lisbon Strategy, which later 
resulted in the crucial EU document), which stopped being used in Croatia (or 
was still used, but with an evident ironical detachment) after the spring of 
20og and the student barricades at universities throughout the country. 
These events were a crucial historical moment, not only in terms of detecting 
the systematic "forgetfulness" when it comes to the state's responsibility in 
the neoliberal framework of transition, but also because of the political 
articulation that "reminded" of the epistemology that was happily discarded 
by many (be it at university chairs, on Euro-communist parliamentary 
benches, or in trade unions) as early as the ig8os. Since the late 2000s, the 
activity of various initiatives and their reaction to the wave of 
commercialization of the public sector (which is reaching its pinnacle as we 
speak), the seizure of public space, and the commodification of everything 
that is subjected to that commercialization, has been the only alternative to 
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the prevailing consensus about the direction in which the state is heading. 
And that is the fixed itinerary of Euro-integration, with the accompanying 
economic policy related to crisis management, especially within the 
Eurozone, which is thus additionally intensified, forced, and trivialized (by the 
media) through the masochistic images of self-control regarding the use of 
credit cards, "tightening one's belt," and so on, with promises of future 
enjoyment of the benefits of a market economy and its cycles. Glancing 
through such picture books with their "expert analyses" of the Croatian, 
European, and global economic situations, one regularly comes across the 
same basic structure, with the happy ending always consisting in the 
privatization of the public sector (with the infrastructural companies in state 
ownership: electricity, water supply, and telecommunications), which is 
always presented as "deficitary" or "unsustainable", and if any segment of it 
proves profitable, then it is necessarily so because it has been steeped into 
the black ink of the "octopus of corruption". In fact, this has become the 
ultimate justification for privatization, since the prevailing logic is that 
private capital is not prone to entering various grey zones. There is never 
reflection on the fact that capitalism in Croatia was restored precisely in such 
a grey zone during the 1990s, while its practical and theoretical executors 
have meanwhile become either the "analysts" who endorse total 
privatization and subjection to the market, or the new economic elite that 
will (re)execute it. This logic and the accompanying matrix of discourse about 
the preparation of measures necessary for privatization are quite manifest, 
even in the domain that has partly managed to avoid the fateful subjection 
to the market (owing to inertia rather than to genuine political struggle and 
articulation). Owing to the intangible (immaterial) logic of production, the 
structural specificities, and accompanying individual cases of corruption 
(which have, paradoxically, become a rationale for the sell-off), the sector of 
higher education quickly found itself at the target of the latest budget-cut 
models produced by the Croatian government, neatly packed as the so-called 
Programme of Economic Recovery (sic!), which eventually resulted in the 
enactment of various laws on science, higher education, and universities. 01 
The aim of these latter laws was to bring the institutes of higher education 
even more under state control, while the first two were meant to pave the 
way for further cuts in public financing of this sector and its commercializa¬ 
tion, be it by privatizing the scholarly institutes, by reducing the security of 
jobs in the academia, or by introducing tuition fees. About half a year later, in 
the framework of the same "economic recovery," the Croatian Ministry of 
Culture proposed a new Law on the Rights of Artists and the Practice of Artistic 
Professions. Parallels in these two legal poeticisms indicate a systematic 
attack on sectors that had, to that point, and owing to the abovementioned 
specificities, managed to avoid being completely subjected to the market. 
Similar parallels could be observed in the 1990s, when both of these "sectors" 
were affected by an imposture of similar ideological principles: they were 
subjected to the prevailing nationalism, purism, and traditionalism (albeit 
with no major structural changes), and their immanent "public function" was 
easily translated into the "function of spiritual renewal." During Tudman's 
regime, (higher) education and culture were not left to the mercy of the 
wave of privatisation merely because they played a crucial role in the 
regime's project and its hegemonic aspirations: higher education managed to 
avoid privatization (with the promise of a later, more outspoken commercia¬ 
lization - by introducing tuition fees), while "of all cultural segments, only 
the domain of publishing was privatized during that phase, since it had a 


01 On the website of the Academic 
Solidarity trade union, there are 
exhaustive materials related to 
these laws, from common 
reactions - statements and 
proclamations of the union 
itself (which was created out of 
resistance against these legal 
solutions), institutes of higher 
education, and the student 
movement, as well as detailed 
analyses of the proposed legal 
regulation. Cf. http://sites. 
google.com/site/akadsolid (last 
accessed on 20 September 2on). 
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structure that most closely resembled that of the typical commercial 
companies" (Zlatar, 2008: 37). There was evident chaos in both sectors as a 
result of the lack of so-called systematic policies, as well as neglect and an 
unsustainable hybridization of structures that were remnants from the 
socialist period (for some time, there were public institutions in culture, while 
the legal regulations in the field of higher education inherited its juridical 
character from the 1960s), but were infused with a new ideological content 
(and also with finances, albeit selectively), along with a gradual signalization 
towards Euro-transitional neoliberalism, which was somewhat lagging 
behind because of the nationalist tendencies and the consequent isolation 
from the "Western world", that is, from the processes of integration. 
Diagnosed in both sectors, this chaos served as a pretext for the left-central 
government of 3 January to erase it through the simple implementation of 
European agendas. In the case of higher education, it was the Bologna 
Process, which was implemented rather forcibly, while the cultural policy was 
envisioned in a document entitled Strategies of Croatian Cultural Policy 
(completed in 2001 and authored by the then vice-minister of culture, Biserka 
Cvjeticanin, and Vjeran Katunaric), which was never implemented in practice 
because of the alternation of parties within the political system of liberal 
democracy. It is evident that these proposals of laws as measures aimed at 
economic recovery (which reveals their essence even without analysing them 
further) continued the course of European policies, which had abandoned the 
goals of public interest long before, especially in the times of crisis and 
political reactions in the form of cost reduction. Therefore it is hardly 
surprising of the similarity between these two legal proposals 02 and the 
identity of the malevolent procedures in which they were created, characte¬ 
rized as they were by the lack of democracy and by closing towards the 
profession itself, since they disabled all public debate and prevented those 
whom the law would affect from participating in its making. Without provi¬ 
ding an additional budget for the implementation of these legal changes, 
new administration bodies and institutions were introduced in order to make 
it possible for state representatives (most probably assisted by the represen¬ 
tatives of the "real sector") to create a financial image of this educational and 
cultural policy - which meant further cuts in public financing and a greater 
emphasis on public-private partnerships. 

The logic that guides this educational and cultural policy, whose 
products include the abovementioned laws, sees its sectors as spenders of 
public money, unproductive systems that need "cooperation" with productive 
activities, namely the economy, in order to survive. Their efficiency is in 
producing labour for the labour market (as in the academia), in 
commodification (in the case of culture), or in the spill-over effect 03 in 
"partnership" with economic subjects. It is precisely on this latter effect that 
the EU agenda is based, which suggests that an economy based on 
innovation and knowledge should guarantee economic growth and European 
competitiveness on the global market 04 . 


Flourish or perish! 

Parallels (legal and financial) between these cultural and academic processes 
are not accidental. As I have just shown, they have clear economic reasons and 
therefore their institutional performance takes the form of various 
interdisciplinary clusters. Interdisciplinarity (especially between the humanist 


02 Concerning the structural dua¬ 
lism or pluralism of the cultural 
scene and lack of similar orga¬ 
nizations (as in the case of the 
AS trade union), the detailed 
analysis of the legal proposal by 
the Ministry of Culture has been 
reduced to the "private" initia¬ 
tive of Dejan Krsic. Regardless of 
his analysis of the law itself and 
the positions of its agents in the 
procedure (the Ministry of 
Culture and the Croatian 
Freelance Artists' Association) 
and his detecting of similarities 
with the parallel neoliberal 
tendencies in higher education 
(published in four articles at 
http://www.kulturpunkt.hr/i/ 
kulturoskop/462/; last accessed 
on 19 September 2on), he 
remained loyal to the idea of a 
"hybrid" model of cultural policy, 
"which alongside the 'entrepre¬ 
neurial model' of creative indus¬ 
tries includes and preserves the 
traditional cultural and social 
values, social awareness, and 
democratic participation in 
decision-making, and also 
retains various forms and 
sources of public financing" 
(Krsic, 2on), and which is subject 
to criticism, since it is a model 
based on a partnership between 
independent culture and the 
private sector. In the present 
circumstances of neoliberal 
capitalism, it is very difficult to 
imagine a poetical and political 
consistency of the cultural scene 
that would be directed at the 
critique of these "circumstan¬ 
ces" while being financed by 
their very agents. 

03 This is a term from the theory of 
public financing, used for a 
situation in which benefits from 
a public good spill over into 
another (taxation) field. It rather 
precisely describes the relation¬ 
ship between the creative 
industries and/or education on 
the one hand, and profit on the 
other (cf. Dokuzovic, 2011.) In 
other words, the economic 
partner in this relationship gets 
a maximum of benefits with a 
minimum of costs by applying 
innovation and knowledge 
without offering any compen¬ 
sation. 
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sciences and cultural production) has long been officially endorsed in the 
documents of the EU. However, such institutional radicalization (especially as 
it was expressed after the so-called abolition of monuments and the great 
narratives of history, which the "scholarly" part of that interdisciplinary 
partnership likes to emphasize) was guided by economic interests, which has 
been disclosed, among other things, by the Seventh Framework Programme 
for Research and Technological Development in the EU (cf. Dokuzovic, 2on). In 
her article on "Culture and Education, or The Spill-Over Economy," Lina 
Dokuzovic indicates precisely the economic basis of these (at first glance) 
radical institutional solutions, guided by a neoliberal doctrine. A similar 
framework was that of European education, established by the academic 
space of the Bologna Process, while the traditional institutional structure of 
the university has been loosened by promoting cooperation with (or rather 
dependence on) profitable industries that exploit the innovation and creativity 
of cultural and educational domains, that is, those into which their effects spill 
over. Such clusters (of excellence) have also become spatially established 
monumental symbols of desired excellence, both in education and in cultural 
activity (cf. Dragojevic & Dragicevic-Sesic, 2008). The contradiction that is 
inherent to such a coexistence of culture (scholarship) - that is, the creative 
industry (which is the term used by European bureaucracy for that undefined 
field 05 ) - and economy has been officially denied with the proclamation of the 
heterogeneity of the political field and freedom of agents that are involved in 
the concept (cf. Minichbauer, 2011:150), which actually conceals a well 
established and old official policy of the EU regarding the deregulation of and 
"liberation" from the influence of public finances. In the game thus defined, 
some will survive and even flourish owing to their well played match against 
the free agents on the market, while most will be subjected to the reductive 
measures in public financing, which is the destiny intended for all those who 
refuse to exchange the protection of (the already quite jagged) public and 
available good for self-proclaimed freedom and innovation on the market. An 
amalgam of "creative industries of excellence" thus envisioned, which has 
sucked in the sectors of culture and education (now seen as fossils from some 
previous, more "homogeneous" times) as part of public policies (or those of 
the state, or the EU), separates experimentation and critique in science and 
culture from their service to the public interest, and also structurally 
marginalizes 06 the (un)successful according to the flourish or perish principle, 
by reducing the participants of the abovementioned interdisciplinary 
processes to a precarious existence (cf. Dokuzovic, 2011). In other words, one 
completely loses the possibility of critical practice and artistic production, 
which is accompanied by the loosening of jobs 07 and social marginalization of 
those who participate in the processes I have mentioned. 

Something that is obviously an expression of the dominant economic 
doctrine, additionally intensified by the so-called economic crisis, logically 
finds its theoretical (that is, ideological) verification, such as that by Richard 
Florida, who writes about the creative classes that are spatially differentiated 
by their lifestyles, education, and creativity (which is nothing else but a more 
"progressive" version of the mentality theory for the new age of "displace¬ 
ment", "heterogeneity", and "interdisciplinarity"), while totally ignoring the 
economic, or class-related aspect of those supposedly new classes, and their 
relations of production. Such blurred visions, in which new classes are 
established, are only a continuation of the funerary procession that has 
buried ideology, class, and history one after the other, while the political and 
economic agendas that produce precisely those clusters of excellence are 


04 In his book Chanting the Creative 
Mantra: The Accelerated 
Economisation of EU Cultural 
Policy, Raimund Minichbauer has 
singled out one of the "fateful" 
goals of the Lisbon Strategy (at 
the time when he wrote the 
book, the Lisbon Agreement had 
not yet been signed): creation of 
the most competitive and 
dynamic economy based on 
knowledge (cf. Minichbauer, 

2on: 150). Soon the motto of 
economic prosperity (which 
emerged after the 1990s and the 
apparent welfare of the Third 
Way) also became the aegis of 
economizing knowledge and 
creativity, that is, education and 
culture. Later on, the 
bureaucratic lexicon of the EU 
included the notion of cultural 
(creative) industry, which the 
European Agenda for Culture 
would describe as "the fastest 
growing industry in many 
European countries." Cf. http:// 
ec.europa.eu/culture/our- 
policy-development/docng9_ 
en.htm (last accessed on 21 
September 2011). 

05 In cultural policies, relations 
remained undefined for quite a 
long time, despite the eagerness 
of EU bureaucracy (cf. Huijgh 
and Segers, 2006:73), which left 
some space for the continued 
production of the mantra of 
global cultural interests and 
positioning of a Europe of 
differences within the world of 
cultural diversity. It soon 
became clear that EU policy is 
dedicated to the conception of 
cultural policy freed from all 
social aspirations (cf. 

Huffschmid, 2006). 

06 It is precisely in these 
"marginalized" (law and 
institution), "non-excellent" 
(artistic practice) and "invisible" 
(to the institutionalized art- 
historical critical practice) 
segments that Gregory Sholette 
sees the social (and aesthetical) 
potential in the post-industrial 
framework. Cf. http://www. 
journalofaestheticsandprotest. 
org/3/sholette.htm (last 
accessed on 16 September 2011). 

07 The abovementioned Law on the 
Rights of Artists and the Practice 
of Artistic Professions is going in 
the same direction with its 
restrictive measures, where the 
freelance artist is defined as a 
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thereby (self)legitimated in academic chairs (or not thematized at all, which 
is even worse), which gives them the character of a natural state. 


The real state of things in production 

This is the context in which one should look at the state of things in our 
professions or sectors, which (just like the official policy), all too easily and 
uncritically take over metropolitan products in order to establish themselves 
on the local market, be it the academic or the cultural (i.e., artistic) one. I 
would like to single out two recent examples, which very clearly indicate the 
"non-inventiveness" and mainstream style of reflecting on one's own institu¬ 
tional and marketing positions in the framework of transition capitalism, 
which is also my last "parallel" between the cultural and academic production 
in this attempt at exposing their current situation in Croatia. 

Our theory of literature has recently (2009) been affected by the (long 
overdue) debate on its own institutional situation regarding the methodolo¬ 
gical apparatus (namely the production of literary theory) and the social 
context in which it is "maturing". 08 While inevitably risking a reduction of the 
arguments offered by the participants in this debate - Aleksandar Mijatovic 
and David Sporer - I will refer to those parts of their articles that show the 
abovementioned ignorance with regard to the historical context and 
economic conditions in which a part of academic production is taking place - 
in this case the theory of literature. An exceptionally symptomatic text in this 
regard is Mijatovic's response to Sporer's diagnosis of commodification and 
estradization of humanist sciences by establishing a market of theoretical 
blockbusters, as well as his warning against interdisciplinary mutation and 
hybridization (cf. Sporer, 2007). He asks "why theory should in fact 
emancipate itself from the market and create the illusion that it defies the 
market as a discipline" (Mijatovic, 2009: 3), while the only truth is that the 
theory of literature should "articulate itself on the market, rather than 
pretending to be a refugee from it" (ibid.). In the manner of far more serious 
(players of) ignoring and closing one's eyes before the economic and political 
realities, Mijatovic takes a step further and it is precisely in this position of 
theory on the market that he sees some space for its further articulation as 
to its own mercantilist legacy, I guess (which is achieved by etymological 
extrapolations from Hermes [cf. Mijatovic, 2009: 20], but never reaches late 
capitalism), and its nomadic survival in various systems and economic 
circumstances. We have already become used to textualizing everything, 
even the market, and in this case we are readily overlooking the "historical" 
development of our own profession, which survives on the market despite its 
articulation, or perhaps precisely owing to that, since it does not even move 
in the direction of simple reflection of its own position, not to mention 
anything higher than that, instead of which it finds refuge from all 
articulated critique of the market relations, and the position of literature 
within them, precisely in such ahistorical vacuums. 

At the same time, artistic (independent) production has found its own 
refuge from the reduced public financing - by articulating itself on the 
market through the establishment of a theatre market. I am referring to the 
initiative called Network of Independent Theatres / Theatre Companies, which 
seeks to create some space where these independent theatre companies and 
theatre houses could exist, since they are much less financed from public 
funds than institutional theatre houses. However, it is specifically the choice 


social category and an 
additional burden on the state 
budget. Precariousness 
(insecurity of work) is thereby a 
category that is openly 
proclaimed by the official social 
policy of the EU, which goes 
hand in hand with other 
neoliberal measures, with 
inevitable theoretical 
accelerations that completely 
ignore economic conditions and 
relations of production, as well 
as with abrupt ahistoricization 
or simplification of the 
epistemological legacy. 

08 Without venturing into a further 
elaboration of the genesis of our 
theory of literature, I would like 
to add that it is a segment of 
humanist sciences that 
managed to "preserve" its 
autonomy with respect to the 
dominant doctrine during 
socialism by promoting the 
autonomy of the literary text 
(with some honourable 
exceptions, which remained 
loyal to the method of historical 
materialism regardless of their 
philological orientation), that 
left some traces even in the 
times following the fall of the 
Iron Curtain, since one didn't 
have to undergo the birth pangs 
of the new epistemology and 
changing of the team colours. 
However, contemporary 
Croatian theory of literature 
should not be seen as 
homogeneous, since remnants 
and (half)performances of 
various theories coexist on the 
market. 
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of this model of "resistance" against cultural policies that presents a political, 
even poetical problem to some of those who participate in this concept. 

While the members of the initiative were not meant to question their 
supposed autonomy, which in fact depends on the market, other offshoots of 
our cultural scene which consider the position of articulation (which a stock 
exchange like market of theater performances certainly is not) to be a crucial 
poetic starting point surprise us by their participation in such an "initiative" 
(here I allude primarily to Bacaci sjenki/Shadow Casters). Participation in the 
network driven by the idea of selling its product on the market (stating that 
as the only remaining method of struggle against official cultural policy), 
unfortunately bring many former poetic statements and engagements into 
question, and not from the perspective of (our) position of the observers of 
the "motion" in contemporary theatrical practice, but rather from the 
perspective of the stakeholders who at a key moment of struggle for their 
"cause", their profession, become the standard-bearers of a symbol of 
capitalism - the stock exchange - in terms of a specific cultural market. 

This, of course, does not mean that the entire independent cultural 
scene has decided to follow the transitional economic solutions, seeking a 
creative fix for reduced public funding in the stock brokerage of their own 
independent production. Part of our civic and cultural scene was politically 
defined, in the context of general wanderings of the post-Tudman liberalism, 
by openly criticizing and politically activating around some neuralgic points - 
local examples of the effect of the system on, for instance, public space (a 
good example is the project Operation:City that culminated in the protests 
of Right to the City in Varsavska Street in Zagreb, but also various local 
initiatives that did not reach a wider public due to centralism but had played 
important roles in the environments in which they occurred - for example, I 
think of the cultural scene of the city of Krizevci which formed the festival 
S.C.H.O.C.K. that then entered into open conflict with the local municipal 
government which in turn did not restrain from censoring their actions). 
However, in the case of the theater stock exchange, taking into account the 
actors (the vast majority of them) and the objective of the project, it is 
almost out of place talk about the "independence" which they like to boast 
of. In fact, it is an almost pre-ordered example of the hypothesis that artistic 
production (or knowledge production) cannot remain isolated from the 
conditions in which it has emerged, especially if it emerges as a result of 
independent culture in order to cater for the needs of the market and with 
the goal of making profit, which is rather paradoxical and reveals the 
necessity of questioning the independence of the cultural scene, which is not, 
as it has become quite evident, independent of the economic base. 
Unfortunately, such an attempt at "reacting" to the neglect of public cultural 
policies by imposing the market on theatre performances does not even 
leave an impression of a bad joke; instead, it shows a sort of naivete that sees 
the way of survival of an artistic process, regardless of its successfulness or 
excellence, in market equality, despite all the historical experience. It is a very 
banal identification of an artistic process with commodity, or more precisely 
- with shares on the stock market. That will not be long-lasting, but shows 
very well, in all its paradox, the relations of production within the cultural 
sphere, disclosing a public policy that sees it merely as yet another (albeit far 
lighter) weight on the scale of its budget. It is one of those moments when 
you regret that Bertolt Brecht is no longer alive to see how the Western 
enterprise of entertainment has turned into the Chicago stock market. 
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znova, stvari se mijenjaju samo da bi ostale iste: ako je ulazak u 
"doba stednje", svakodnevnom medijskom perpetuacijom uzdignut 
iz polja ekonomske rasprave prema visim razinama metafizickog 
usuda, tek nastavak i radikalizacija neoliberalnih politika povecanja 
drustvene nejednakosti, onda ni ucinak koji ce on imati na kulturnu i 
umjetnicku produkciju ne donosi znacajniju promjenu smjera. 
Osobito dok ga promatramo iz ovdasnje, tranzicijske perspektive i 
barem dokje nam je pogled discipliniran odranije zadanim 
obrascima medijske reprezentacije umjetnosti i kulture. Naime, u takvom 
kontekstu recesijaje samo nastavak tranzicije drugim, ucinkovitijim 
sredstvima - priviknuti najavnu devalorizaciju kulturno-umjetnickog rada u 
prethodnom desetljecu kapitalisticke propulzije, ne bismo trebali imati vecih 
problema s prihvacanjem njegova presutno najavljivanoga svodenja na mjeru 
vrhunskog socijalnog luksuza, reguliranog "novonastalim makroekonomskim 
okolnostima". Ali, ukoliko operacija privikavanja kojim slucajem nije uspjela pa 
se poziv na laznu solidarnost u snosenju zajednickoga tereta krize ipak cuje 
kao ono sto on uistinu jest - najava zaostravanja borbe za javni prostor i 
javna prava - mozda nije sasvim izlisno prethodno rascistiti argumentacijski 
teren od debelih naslaga visegodisnjeg lamentiranja nad medijskom "smrcu 
kulture". Nekoliko preliminarnih, neusustavljenih i neobaveznih prijedloga 
koje cu ovdje pokusati naznaciti motivirano je upravo time. Problemski i 
tematski prvenstveno su vezani uz knjizevno polje, sto je iskljucivo refleks 
osobnih interesa; pretpostavka je da su pritom, mutatis mutandis, primjenjivi i 
na druga kulturna i umjetnicka polja. 

Najvidljiviji diojavnih raspravao medijskoj artikulaciji kulture u vremenu 
tranzicije iscrpio se u perpetuiranju figura kulturpesimisticke retorike: u 
zdvajanjima nad radikalnim smanjenjem prostora kulturnih rubrika, u 
pasatistickom zazivanju intelektualnih autoriteta vise ili manje davne "bolje 
proslosti", u nacelnom prokazivanju incestuozno-interesne kombinatorike 
luksuza javne prisutnosti. To su opca mjesta dominantnog diskursa simulacije 
kriticnosti: ako im je vjerovati, na medijskome je liku kulture remen, dakle, 
stegnut godinama prije sluzbene invokacije "doba stednje" Davida Camerona 
pred britanskim Parlamentom, u proljece 2009, a kompetentnost i strucnost 
pritom su zrtvovane povrsnosti, redukcionizmu, nekonfliktnosti. lako ne 
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sasvim promasena, ovakva dijagnoza - osim sto podrazumijeva gestu 
elitisticke autolegitimacije onoga tko je postavlja - zamagljuje sistemsku 
logiku notorne "estradizacije kulture". 

Njezin se prvi znacajan previd sastoji u zanemarivanju razlike izmedu 
privatnih i javnih medija. Preciznije: u potpunom ignoriranju ovih drugih. 
Izjednacujuci polozaj kulture u medijima s njezinom reprezentacijom u 
korporacijskom tisku i na privatnim televizijama, ta se pseudokriticnost u 
konacnici svodi na presutnu afirmaciju kriterija "utjecajnosti" poistovjecene s 
"citanoscu", "gledanoscu" i "popularnoscu"; kriterija koji je zadan upravo u 
takvim medijima. Ali, ako znamo da je, primjerice, u 2on. samo potporama 
Ministarstva kulture financirano izdavanje skoro 40 knjizevnih casopisa i 
portala - ili, barem, onih koji se ekstenzivnije bave knjizevnoscu - jasnoje da 
je medijski zivot knjizevnosti nerazmjerno intrigantniji, gusci i uzbudljiviji na 
polifonoj "margini" nego u uskim procjepima izmedu oglasa za najnovije 
kreditne aranzmane, mobilne tarife i politicke programe. Neizrecena premisa 
njegova nonsalantnog otpisivanja nije, medutim, zaokruzena pristajanjem na 
pravila igre navodnoga protivnika: ona pociva i na tihom radu drugih 
ideologema dominantnog ekonomsko-politickog sistema. 

Javno je financiranje casopisa u kulturi - pa onda i onih knjizevnih - u 
rijetkim trenucima kada ulazi u fokus interesa, tako iznova kritizirano zbog 
neselektivnosti. lonako skromna sredstva, tvrdi se, rasprsena su na preveliki 
broj medijskih projekata kako bi se izbjegli eventualni konflikti, sto rezultira 
niskom kvalitetom konacnih proizvoda: rjecnikom nove menadzerske 
vulgate, dobivamo bad value for money. Konstatacija nije netocna, ali problem 
nastupa kada ju se aktivira unutar retorickih strategija legitimacije 
neoliberalne ideologije; tamo ona postaje argumentom u prilog denunciranja 
cjelokupnog pogona drzavno financiranih medija kao prostora korupcije i 
neucinkovitosti, sto u konacnici redovito vodi pozivu na potpuno ukidanje 
njihove financijske potpore. Pritom se zanemaruje bilo kakva alternativa: s 
jedne strane, ako su mediji nekvalitetni i neredoviti, logicki bi jednako 
plauzibilno bilo zalagati se za povecanje njihova financiranja, umjesto 
smanjenja ili ukidanja; s druge strane, rjesenje bi se moglo traziti naprosto u 
inzistiranju na poostrenju kriterija financiranja u okviru postojecih sredstava. 
Medutim, dalekoseznost refleksa argumentacije dominantnog ideoloskog 
modela mogao se vidjeti pocetkom ove godine, u uvodnim koracima javne 
artikulacije nezavisne inicijative hrvatskih spisateljica i pisaca "Pravo na 
profesiju". Opravdano zahtijevajuci poboljsanje institucionalne regulacije 
svoga zanimanja koje je ostvarivo minimalnom intervencijom u drzavni 
budzet, oni su kao jedan od prvih prijedloga istaknuli ukidanje onih casopisa 
koji ne isplacuju autorske honorare. Vrlo brzo, taj je prijedlog napusten, ali 
sama njegova - pa makar i privremena i neformalna - aktivacija ukazuje na 
tesko podnosljivu lakocu instinktivnoga pristajanja na zadani diskurs 
diskreditiranja manifestne slike javnih medija, koji elegantno zaobilazi pitanja 
funkcioniranja sistema; cak, eto, i u sklopu inicijative koja pociva na elaboraciji 
socijalno-kulturne dimenzije bitno razlicite od one promovirane takvim 
diskursom. 

Nalicje prokazivanja neselektivnosti financiranja javnih medija optuzba 
je za interesnu korumpiranost sustava - sto cjelokupni narativ o njihovoj 
izlisnosti, doduse, cini logicki nekoherentnim, ali stoga ne i manje agresivnim 
- a kljucna je funkcija tog ideologema povratno "omeksavanje" 
korumpiranosti privatnih medija njezinim svodenjem na niz incidentnih 
aberacija. U tom se svodenju, ujedno, sastoji i drugi znacajan previd 
najfrekventnijih kritika "estradizacije" kulture u srednjostrujaskim medijima. 
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Estradizacija, naime, podrazumijeva reduciranje sustavne kriticke 
refleksije koju zamjenjuju drukciji oblici valorizacije podredeni zahtjevima 
nove, specificne dinamike plasiranja medijskih sadrzaja. Eliminiranje ili 
marginaliziranje knjizevne kritike i njezino posljedicno premjestanje u prostor 
javnih medija, u kojima, zapravo, zivi vrlo vibrantno, popraceno je inflacijom 
knjizevnih nagrada: one medijima donose visetjedni narativ, konstruiran 
dramaturskom logikom rastuceg suspensea od niza unaprijed zadanih 
epizoda (predstavljanje zirija, potom opci pregled knjizevne produkcije u 
prethodnoj godini, pa izborsireg i uzeg kruga kandidat(kinj)a, njihovo 
detaljnije predstavljanje, proglasenje pobjednika u formi kulturnog eventa, 
naknadni intervjui s laureatima i komentari strucnjaka...); istodobno, nagrade 
artikuliraju knjizevno polje kroz ideoloski dominantne mehanizme 
kompeticije i personalizacije. Uobicajeni prigovori izborima zirija, svedeni na 
demaskiranje pojedinih interesnih preklapanja i famozne incestuoznosti 
knjizevne scene, zanemaruju ovu dimenziju pa, naposljetku, zavrsavaju 
pretvoreni u zanrovski kodiran paratekstualni postskriptum same dodjele. 

Jednako su deficitarne i kritike usmjerene na medijski "monopol" 
pojedinih autora. Kada se, primjerice, Miljenku Jergovicu, jednom od 
najeksponiranijih kolumnista i komentatora Jutarnjeg lista, zamjera 
proteziranje odredenih autorica ili autora utemeljeno na posve "osobnim" 
preferencijama (ucinkovitost takvoga proteziranja najocitija je bila na 
primjeru romana Ivane Simic-Bodrozic Hotel Zagorje, kojije golemu medijsku 
pozornost zapoceo stjecati upravo inicijalnim Jergovicevim novinskim 
panegirikom), onda se previda medijska konstrukcija njegove figure, 
utemeljena na cirkulaciji simbolickoga kapitala izmedu javnih pozicija 
cijenjenoga pisca, drustveno-politickog komentatora, predsjednika zirija 
jedne od najizdasnijih knjizevnih nagrada, sluzbenog arbitra dobrog literarnog 
ukusa citatelj(ic)a Jutarnjeg... konstrukcija koja, ukratko, s Jergovicem "kao 
osobom" nema nista zajednicko. Upravo logika hipertrofirane medijske 
personalizacije koja zaziva snaznu simbolicku figuru onkraj kriticarsko- 
spisateljske "podjele rada" omogucuje da njegov neobavezni i povremeni 
"dnevnik citanja" u novinama dobiva nerazmjerno veci prostor nego kritike 
"profesionalnih" kriticara, kao sto otvara i prostor da o Jergovicevoj knjizi 
Otac ekstenzivno pise politicki komentator Jutarnjeg bez ikakve 
knjizevnokriticke javne legitimacije, na sto mu onda autor odgovara jos 
ekstenzivnijim tumacenjem vlastitoga djela... "Korumpiranost"je tu, u 
konacnici, samo neizbjezan efekt sustava. 

Treci se vazan previd kulturpesimisticke kritike aktualnoga medijskog 
lika kulture i umjetnosti tice apostrofiranja njegova smanjenja: prostor su mu, 
ponavljaju takve jeremijade, oduzele frivolne, povrsne teme. Sto, opet, nije 
netocno, ali uzvisenom gestom uklanjanja "niskih vrijednosti" iz podrucja 
relevantne rasprave istodobno propusta obratiti paznju na reartikulaciju 
kulturnih tema koja se pritom zbiva cak i kontekstu njihove manje prisutnosti. 
Ta se reartikulacija, s jedne strane, ocituje u donekle vec ocrtanim zanrovskim 
pomacima, u kojima redovito javno citanje i vrednovanje knjizevnih djela, 
fundirano na pretpostavljenoj dosljednosti ideo-poetickih stavova pojedinih 
kriticara, biva kompenzirano nagradnim spektaklima i usputnim impresijama 
medijskih pomazanika, ali i proliferacijom marketinskog diskursa - bilo u vidu 
reklama, bilo tzv. PR-clanaka, bilo netransparentno konstruiranih top-lista 
popularnosti i citanosti - cime problem interesne korupcije biva u svoj 
zaostrenosti transponiran na razinu sistemske logike. Tretirana kao roba, 
knjizevnost se pritom unutar vjecito afirmativnog, beskonfliktnog 
marketinskog diskursa transformira mahom u orude suptilnoga punktiranja 
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zivotnih stilova, dok kriticka diverzifikacija biva zamijenjena strogim rezom 
izmedu medijski vidljive i medijski nevidljive knjizevnosti, povucenim iz 
pozicije ekonomske mod i trzisne strategije nakladnika. 

S druge strane, reartikulacija kulturnih tema podrazumijeva i 
neprestano pomicanje fokusa interesa s jednoga segmenta kulturnog i 
umjetnickog polja na drugo. Danas povlasteno mjesto zanimanja 
srednjostrujaskih medija zauzima suvremena vizualna umjetnost. Njezina 
pozicija nije pritom niposto ideoloski nevina: nakon relativno nedavnog 
otvaranja Muzeja suvremene umjetnosti i, osobito, "Kuce za ljude i 
umjetnost" Lauba u Zagrebu, koju je tvrtka Filip Trade izgradila kao 
kombinaciju poslovnog i muzejskog prostora, namijenjenog izlaganju 
privatne zbirke umjetnina, ali i u kontekstu redovite dodjele korporativno 
(bogato) sponzoriranih nagrada na natjecajima Filip Tradea i T-HT-a, 
suvremena se vizualna umjetnost prezentira kao povlasteno polje kulturne 
sublimacije poduzetnickih i korporacijskih trzisnih uspjeha. Nagadanja o 
trzisnoj vrijednosti umjetnina, improvizirani "burzovni indeksi" djela pojedinih 
umjetnica i umjetnika i reportaze o kucnim zbirkama "drustveno uspjesnih" 
politicara i gospodarstvenika dominiraju pritom nad kritikama izlozbi, dok 
incidents urusavanjem hrvatskoga broda-paviljona naVenecijanskom 
bijenalu 2010. nepogresivo pokrece medijske apele na prominentnoga 
poduzetnika da benevolentnom financijskom intervencijom spasi nacionalnu 
stvar. Suvremena je umjetnost, tako, burdjeovski distinktivna u dvostrukom 
smislu: istodobno dok uvodi element razlike izmedu poduzetnika profinjenog 
i kultiviranog ukusa i "onih drugih", ona oznacuje jasnu granicu ekonomske 
mod i drustvenoga uspjeha, ispostavljajuci se naposljetku kao privilegirani 
objekt malogradanske zudnje. 

Knjizevnost je u proteklih desetak godina barem dva puta bila 
zahvacena inflacijom medijske prisutnosti: prvi put na prijelazu iz 
devedesetih u nulte, kada ju je tamo pogurao FAK - prvotno Festival 
alternativne knjizevnosti, potom Festival "A" knjizevnosti - a drugi put koju 
godinu kasnije, u vrijeme pocetaka tzv. kiosk-izdavastva, kada je reklamni 
slogan za ediciju nakladnika EPH, "Knjizevnost je opet u modi", pregnantno 
formulirao strategiju ciklickoga ukidanja i obnavljanja njezine popularnosti. 
Primjer FAK-a, medutim - iako naizgled odavno apsolviran u brojnim 
raspravama - osobito je zanimljiv jer iznosi niz simptoma naivnosti 
kulturalne refleksije u ranim godinama kapitalisticke tranzicije prema 
potrosackim modelima konstruiranja (i) kulturnoga polja, pa mu vrijedi 
posvetiti nesto vise paznje. 

Festival je zapoceo kao svojevrstan oblik otpora salonskoj knjizevnosti 
snaznoga nacionalno-legitimacijskog naboja devedesetih, promovirajuci kao 
alternativu popularnost citanja, animiranje publike, desakralizaciju autorske 
pozicije; sve to utemeljeno prvenstveno na entuzijazmu sudionika. Usprkos 
nacelnoj poetickoj raznolikosti njegovih sudionica i sudionika, model sto su 
ga kriticari opisali problematicnom oznakom "stvarnosne" knjizevnosti ubrzo 
se, barem u javnoj percepciji, nametnuo kao dominantan: on je, naprosto, 
najpreciznije kristalizirao teznju za novim, zivim kontaktom izmedu autora i 
njihove publike. Uspostavljanje dominacije neorealistickog, naglaseno 
mimetickog poetickog modela provedeno je pritom velikim dijelom kroz 
otvorenu, cesto i agresivnu opoziciju spram "hermeticne", autorefleksivne 
knjizevnosti generacije osamdesetih godina, tzv. quorumasa, cijije 
"postmodernizam" postao sinonimom pisanja nezainteresiranog za socijalnu 
zbilju i stoga kriticki impotentnog. Medutim, manifestno odbacivanje 
postmodernizma u naknadnom se razvoju stanja stvari pokazalo kao ironican 
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oblik afirmacije kroz negaciju: naime, tek kada je deklarativno raskrstila s 
postmodernizmom, hrvatskaje knjizevnost postala postmodernistickom. 
Razlog zbog kojeg toga nije bila svjesna sastoji se u njezinu vrlo iskljucivom 
koncipiranju postmodernizma. Knjizevnici, kriticari i esejisti koji su s njim 
vehementno raskidali prije desetak godina razumijevali su ga prvenstveno na 
razini teksta, uglavnom kroz niz pripovjednih strategija i postupaka; ono sto 
se s popularizacijom i novim obrascima medijske reprezentacije knjizevnosti 
pritom zbivalo, ipak, daleko se preciznije da objasniti na tragu Jamesonovog 
koncepta postmodernizma kao "kulturne logike kasnog kapitalizma", 
istrazivanja "uvjeta postmodernizma" u kontekstu povecane fleksibilnosti 
akumulacije kapitala kod Davida Harveya ili, u sklopu znatno drukcije teorijske 
paradigme, opisa postmodernizma unutar koncepta Imperija Michaela Hardta 
i Antonija Negrija. Da bi se ovo razumjelo, trebalo je okrenuti pogled prema 
socio-ekonomskom tranzicijskom kontekstu knjizevnosti. Ukoliko se taj 
kontekst ignorira, pokazalo se, kratkovidna refleksija o njenome stanju 
zavrsava u logickoj formi paradoksa - raskidanja s postmodernizmom u 
trenutku njegova nastupanja - pa nije nimalo slucajno sto se FAK naposljetku 
raspao u zestokoj polemici oko pitanja knjizevne relevantnosti djela Vedrane 
Rudan i Arijane Culine, autorica koje su postale "popularnije" od FAK-ovaca, a 
da nitko pritom nije povukao konzekvence iz cinjenice da se kolaps odvija na 
terenu par excellence postmodernisticke problematike relativizacije i 
nivelacije vrijednosti. Zbog svega ovoga, on i danas ostaje paradigmatskim 
primjerom samoskrivljene nezrelosti kulture koja vlastiti znacaj odmjerava 
razinom medijskoga prisustva, citanosti (gledanosti, slusanosti...) i 
popularnosti, ignorirajuci pritom mehanizme reartikulacije kojimaje novi 
oblici reprezentacije podvrgavaju. 

Ono sto je prije desetak godina zapocelo kao otpor kulturi nacionalnoga 
mitotvorstva - bilo u FAK-ovskim javnim citanjima, bilo na projekcijama 
Motovunskog filmskog festivala, bilo u skoku "burzovnog indeksa" slika Ive 
Murtica u odnosu na onaj, recimo, Ivana Lackovica Croate - vrlo brzo je 
zavrsilo u komercijalizaciji, hipertrofiranoj festivalizaciji, spektakularizaciji 
kulture: samo je u tom liku ona pripustana na stranice i u minute 
"najcitanijih", "najgledanijih" i "najslusanijih" medija, placajuci privilegiju 
kratkotrajnoga pojavljivanja simbolickim kapitalom prethodno namaknutim 
na platformama javno financiranih institucija. U takvoj je konstelaciji ovaj 
simbolicki kapital devalvirao; svaki pokusaj kritike medijske estradizacije 
kulture utemeljen na njemu stoga je nedostatan. Ako ga treba poduzimati, 
onda je to samo zato da bi se dekonstruirali pertinentni mehanizmi ideoloske 
legitimacije sistema. Odbrana kulture i umjetnosti od najavljenih mjera 
stednje odvijat ce se ipak na drugom planu: tamo gdje stednja nije vec 
unaprijed prihvacena kao nuzna cijena opstanka. 
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nee again, things have changed only to remain the 
same. Even though the entering into an "era of 
budget cuts," which everyday perpetuation in the 
media has transferred from the field of economic 
debate onto higher levels of metaphysical fate, 
has been only a continuation and radicalization of 
the neoliberal strategies aimed at increasing social 
inequality, the effect it has had on cultural and 
artistic production likewise fails to bring a significant shift in orientation - 
especially if we look at it from our local, transitional perspective, and at least 
as long as our view is disciplined by the predetermined patterns of represen¬ 
tation of art and culture in the media. In this context, namely, recession is 
merely transition continued by other, more efficient means - since we have 
become used to the public devaluation of cultural and artistic work during 
the past decade of capitalist propulsion, we should not have too many 
problems with accepting its implicitly announced reduction to the level of 
supreme social luxury, regulated by the "newly created macroeconomic 
circumstances." But if the adjustment operation accidentally fails and the call 
for fake solidarity in carrying the common burden of crisis is still heard as 
what it actually is - an announcement of a fiercer struggle for public space 
and public rights - it may not be entirely superfluous to clean the field of 
argumentation from the thick debris of years-long lamentations over the 
"death of culture" in the media. Several preliminary, non-systematized, and 
unbinding suggestions that I intend to outline here have been motivated 
precisely by that need. In terms of issues and topics, they relate primarily to 
the literary field, which exclusively reflects my personal interests; with the 
supposition that they are, mutatis mutandis, applicable to other cultural and 
artistic areas. 

The most visible part of public debates around the articulation of cultu¬ 
re in the media during transition has exhausted itself in perpetuating the 
rhetorical figures of cultural pessimism: lamentations over the radical reduc¬ 
tion of cultural columns, nostalgic invocations of intellectual authorities from 
the more or less long-gone, yet "better past", and general condemnation of 
the incestuously interested calculations of the luxury of public presence. 
These are the commonplaces of the dominant discourse of simulating 
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criticism: according to them, the belt on the image of culture in the media was 
tightened years before David Cameron officially proclaimed the "era of budget 
reduction" before the British Parliament in spring 2009, whereby competence 
and professionalism fell as victims to superficiality, reductionism, and avoidance 
of conflicts. Even though not completely erroneous, this diagnosis - apart from 
implying the gesture of elitist self-legitimization of the one stating it - 
obscures the systemic logic of the notorious "estradization of culture". 

Its first significant mistake is the fact that it neglects the difference 
between the private and public media. More precisely, it completely ignores the 
latter. By identifying the position of culture in the media through its 
representation in corporate press and private television channels, that pseudo¬ 
criticism is eventually reducible to the silent affirmation of the criteria of 
"influence" as identified with being "read", "watched", and "popular"; criteria 
that have been set by these very media. But if we know that, for example, in 
2on alone the Croatian Ministry of Culture financed through subventions the 
publication of almost 40 literary journals and internet portals - or at least those 
that deal more extensively with literature - it becomes clear that literature lives 
a far more intriguing, dense, and exciting life in the media on the polyphone 
"margin" than in the narrow gaps between advertisements for loans, cell-phone 
tariffs, and political programmes. The unspoken premise of its casual dismissal, 
however, remains incomplete if one simply accepts the rules by which the 
alleged adversary is playing: it also relies on the silent activity of other 
ideologemes of the dominant economic and political system. 

Thus, the public financing of cultural journals - and thus also literary ones 
- in those rare moments when it enters the focus of interest, has been 
repeatedly criticized for its non-selectiveness. The anyway modest budget is said 
to be dispersed over too many media projects in order to avoid possible conflicts, 
which results in the low quality of the final products: if we use the vocabulary of 
the new managerial vulgate, we obtain bad value for money. This statement is 
not entirely false, yet the problem arises when it is activated within the 
rhetorical strategies of legitimizing neoliberal ideology; there it becomes an 
argument for condemning the entire system of financing the media by the state, 
as a space of corruption and inefficiency, which eventually regularly leads to calls 
for abolishing such financial support completely. Thereby all alternative options 
are ignored: on the one hand, if the media have low quality and appear 
irregularly, it may be logically equally plausible to endorse an increase in their 
budget rather than its reduction or elimination; on the other hand, a solution 
may be sought simply in insisting on the stricter criteria of financing in the 
framework of the existing finances. But the far-reaching echo of the dominant 
ideological model could be seen earlier this year, in the first steps of the public 
articulation of an independent initiative of Croatian literary authors called "Right 
to the Profession." While rightfully demanding an improvement of the 
institutional regulation of their profession, which could be achieved with a 
minimum of means from the state budget, one of their first proposals was to 
eliminate those journals that do not pay fees to their contributors. The 
suggestion was quickly dismissed, yet its emergence - even if temporary and 
informal - indicates the almost unbearable lightness of instinctive acquiescence 
to the predetermined discourse that discredits the manifest image of the public 
media, and that elegantly evades the issues of systemic operation; even within 
an initiative that relies on elaborating a social and cultural dimension that is 
crucially different from the one which is normally promoted by that discourse. 

The reverse of this refusal to finance the public media as non-selective is 
the fact that the system is thereby accused of interested corruption - which 
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certainly makes the entire narrative about their superfluity logically incoherent, 
yet therefore not a bit less aggressive - and the key function of this ideologeme 
is the backlash "softening" of the corruption of the private media by reducing it 
to a series of incidental aberrations. At the same time, that reduction implies 
another important way of overlooking the most frequent critiques of the 
"estradization" of culture in the midstream media. 

Estradization implies a reduction of systematic critical reflection, which is 
substituted through other forms of evaluation, subject to the new, specific 
dynamics of selling the media content. This elimination or marginalization of 
literary criticism - as well as its consequent displacement into the space of the 
public media, in which it actually lives quite a vibrant life - has been accompa¬ 
nied by an inflation of literary awards: they supply the media with several weeks 
of narrative materials, construed according to the dramatic logic of increasing 
suspense, starting with a series of predefined episodes (introducing the jury, a 
general overview of literary production during the previous year, the selection 
and short-listing of candidates, their detailed profile, the announcement of the 
winner in the form of a cultural event, the subsequent interviews with the lau¬ 
reates and the comments of experts...); at the same time, the awards articulate 
the literary field through the ideologically dominant mechanisms of competi¬ 
tions and personalization. The usual objections to the jury's choice, reduced to 
disclosing peculiar conflicts of interests and the famous incestuous character of 
the literary scene, neglect this dimension and thus eventually end up transfor¬ 
med into a genre-encoded, para-textual postscript of the awarding itself. 

Criticism directed against the "monopoly" that certain authors allegedly 
have on the media are equally deficitary. For example, when you accuse 
Miljenko Jergovic, one of the most widely present column writers and 
commentators whose texts are published by the daily newspaper Jutarnji list, 
that he promotes certain authors based on entirely "personal" preferences (the 
effect of such promotion was most evident in the case of Ivana Simic-Bodrzic's 
novel Hotel Zagorje, which gained huge popularity in the media precisely owing 
to Jergovic's initial panegyric in the newspaper), then his critics overlook the 
media construct of his image, based on the circulation of symbolic capital 
between the public positions of an esteemed literary author, social and political 
commentator, president of the jury of one of the most prestigious literary 
awards, and the official arbiter of good literary taste for the readers of Jutarnji 
list - briefly, a construct that has nothing to do with Jergovic "as a person". It is 
precisely the logic of hypertrophied media personalization, which evokes a 
powerful symbolic figure beyond the "division of labour" between a critic and a 
writer, that makes it possible for his casual and occasional "reading journal" in 
the newspaper to obtain much more space than the criticism of "professional" 
critics, and also opens up space for the political commentator of Jutarnji list to 
write extensively about Jergovic's book The Father with absolutely no public 
legitimization in terms of literary criticism, upon which the writer responds with 
an even more extensive interpretation of his own work... "Corruption" here is 
eventually only an inevitable effect of the system. 

The third major failure of cultural pessimism and its criticism of the image 
of culture and art in the media is that it emphasizes its diminution: its space, as 
these Jeremiahs claim, has been usurped by frivolous, superficial subjects. 

Which, again, is not quite untrue, but with its sublime gesture of removing all 
"low standards" from the field of relevant debate, this critique fails to pay 
attention to the re-articulation of cultural topics, which does happen, even in 
the context of their diminished presence. 
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* Europapress Holding, co-owned 
by WAZ Media Croup, is the 
publisher of Jutarnji list 
newspaper. 


That re-articulation, on the one hand, manifests itself in the already 
outlined shifts in genres, in which regular public reading and evaluation of 
literary works, founded on the supposed consistency of ideological and political 
positions of individual critics, is compensated by cultural spectacles and casual 
impressions of media insiders, but also by the proliferation of the marketing 
discourse - be it in the form of advertising or so-called PR articles, or in that of 
opaquely construed lists of blockbusters and reading rates - which transfers 
the problem of interested corruption in all its sharpness to the level of systemic 
logic. Treated as a commodity, literature is within that perennially affirmative, 
conflictless marketing discourse largely transformed into a tool for subtle 
probation of lifestyles, while critical diversification is substituted through a 
sharp line between the literature that is visible in the media and that which isn't 
- a line drawn from the position of economic power and marketing strategy of 
the publishers. 

On the other hand, rearticulating cultural topics implies a constant shift of 
the focus of interest from one segment of the cultural and artistic field into 
another. Today, such a privileged place that attracts the interest of the 
midstream media is occupied by the visual arts. Thereby their position is by no 
means ideologically innocent: after the relatively recent openings of the 
Museum of Contemporary Art, and especially the "House for People and Art" 
Lauba in Zagreb which the Filip Trade company built as a combined business 
and museum venue intended for exhibiting a private art collection, but also for 
handing out regular, corporately (richly) sponsored awards in the contests of 
companies Filip Trade and T-HT (Croatian Telecom), contemporary visual arts 
are presented as a privileged field of the cultural sublimation of entrepreneurial 
and corporate marketing successes. Guesses about the marketing value of 
artworks, improvised "stock indices" assigned to the work of individual artists, 
and reports on the home collections of "socially successful" politicians and 
businessmen dominate over exhibition reviews, while the incident with the 
Croatian ship-pavilion collapsing at the Venice Biennial of 2010 unmistakeably 
directed media appeals to a prominent entrepreneur to save the national pride 
with a generous financial intervention. Contemporary art is therefore distinctive 
in the Bourdieuan sense, and doubly so: while introducing the element of 
distinction between businessmen of refined and cultured tastes and "the 
others", it draws a clear border around economic power and social success, 
eventually disclosing itself as a privileged object of petit-bourgeois desire. 

Literature in its turn has been caught at least twice in the inflation of media 
presence during the past ten years: the first was at the turn of the year 2000, 
when it was pushed there by FAK - at first the Festival of Alternative Literature, 
then the Festival of "A" Literature - and then some years later at the time when 
so-called kiosk-publishing emerged and when the advertising slogan for 
Europapress Holding's* editions was "Literature is 'in' again!", which emphasized 
the strategy of cyclic abolishing and renewing its popularity. However, the case 
of FAK - although seemingly settled in numerous debates - is especially 
interesting, since it reveals many symptoms of naivete in cultural reflexion 
during those early years of capitalist transition towards consumer models of 
construing (even) the cultural field, so it is worthy of assigning some space here. 

The festival began as a sort of rebellion against the salon-like literature 
with the powerful charge of national legitimization that emerged during the 
nggos, promoting instead the popularity of reading, animating the audience, 
and desacralizing the author's position; all that based on the participants' 
enthusiasm. Despite the basic poetic diversity of these participants, the model 
that the critics described with the problematic label of "realistic" literature soon 
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imposed itself as the dominant one, at least in public perception: it simply 
crystallized most precisely the desire for a new, living contact between the 
authors and their audience. Establishing the dominance of a neo-realistic, 
outspokenly mimetic poetic model was thereby largely achieved through an 
open, often aggressive opposition against the "hermetic", self-reflexive 
literature of the 1980s generation, gathered around the Quorum magazine, 
whose "postmodernism" became a synonym of writing that was not interested 
in the social reality and therefore critically impotent. The manifest rejection of 
postmodernism, however, proved retrospectively as an ironic form of 
affirmation through negation: it was only upon its decisive break with 
postmodernism that Croatian literature became truly postmodernist. The 
reason why it was unaware of that was its very exclusive conception of 
postmodernism. The literary authors, critics, and essayists who were 
vehemently breaking up with it understood it primarily on the textual level, 
mostly through a series of narrative strategies and procedures; what was 
thereby happening with the popularization and the new patterns of media 
representation can nevertheless be explained far more precisely with the help 
of Jameson's concept of postmodernism as "the cultural logic of late 
capitalism," David Harvey's research of the "conditions of postmodernism" in 
the context of an increased flexibility of capital accumulation, or in the 
framework of a completely different theoretical paradigm such as the 
description of postmodernism within Michael Hardt's and Antonio Negri's 
conception of the Empire. However, in order to understand it, one had to divert 
one's gaze towards the socio-economical transitional context of literature. If 
that context is ignored, as it has turned out, the short-sighted reflexion about 
its situation ends in a logical form of paradox - breaking up with 
postmodernism at the moment of its emergence - which is why it is by no 
means paradoxical that FAK eventually collapsed in the fierce polemics about 
the literary relevance of Vedrana Rudan and Arijana Culina, writers that became 
"more popular" than the FAK authors, although nobody seemed capable of 
drawing any conclusions from the fact that the collapse took place on the 
terrain of postmodernist relativization and levelling that was par excellence 
postmodernist. For all these reasons, it still remains a paradigmatic example of 
self-inflicted immaturity of a culture that measures its own importance through 
the level of media presence, the number of readers (or viewers, or listeners...) 
and popularity, ignoring thereby the mechanisms of re-articulation to which 
the new forms of representation have subjected it. 

What started ten years ago as a resistance against the culture of national 
peacemaking - be it in the form of FAK's public readings, projections at the 
Motovun film festival, or the sudden rise of the "stock rate" of paintings by Ivo 
Murtic with respect to, for example, Ivan Lackovic Croata - very soon ended in 
commercialization, hypertrophied festivalization, and the spectacularization of 
culture: it was only in that form that it was allowed to reach the pages and 
minutes of the media that were "the most read", "the most viewed", and "the 
most listened to," paying the privilege of being briefly visible with the symbolic 
capital previously gathered on the platforms of publicly financed institutions. In 
such a constellation, that symbolic capital has naturally lost its value; every 
attempt at criticizing the estradization of the media based on that must 
therefore be insufficient. If it need be undertaken, it is only in order to 
deconstruct the corresponding mechanisms of ideological legitimization of the 
system. However, defence of culture and art against the announced reductions 
will take place on a different level, where reduction is not accepted in advance 
as the mandatory price of survival. 
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Njihov [gradski] interes je da na jednostavan i jeftin nacin posalju poruku: 
ovo je urbani prostor kreativnih ljudi, a mi poticemo stvaranje kreativne 
klase 

— mladi hrvatski kustos, 2on. 

Trebalo je doci do rjesenja koje ce bit/ jasno, vizualno efektno, a nece puno 
kostati. Mislim da je to postignuto. 

— hrvatski umjetnik o svom djelu, 2011. 


oi Okvirno preciziran period koji 
podrazumijeva jacanje ovakvog 
tipa argumentacije kao nuzne 
mjere oporavka od posljedica 
svjetske ekonomske krize iz 
2008. Tendencije ka podvrgava- 
nju trzisnoj logici onih sektora 
javnosti, pa tako i umjetnicke 
produkcije, koji su uzivali javnu 
financijsku potporu zamjetne su 
i u vecem iii manjem obimu 
prisutne jos od notornih 
Thatcherinih reformi s pocetka 
osamdesetih. 


vodna su mota, kako bolji obicaji i nalazu, dijelom 
nepravedno istrgnuta iz semanticke i 
argumentacijske cjeline, no zbog indikativne, 
politicki-nesvjesne stilizacije smatram ih 
znakovitim za obradu odabrane teme. Njihovo 
kontekstualno porijeklo slucajno je hrvatsko, ali 
smatram ih simptomaticnim i na globalnom nivou. 
Pokusat cu ocrtati kako su racunovodstvena 
terminologija i njezini inherentni modusi artikulacije postali legitimni topoi 
govora (o) umjetnosti. 

U sirem smislu, to znaci pokazati koje su to sistemske modifikacije koje 
u nekom trenutku iii periodu rezultiraju glatkim prijelazom s imanentnog/ 
internalistickog legitimacijskog diskursa umjetnickog polja na transcendentni, 
odnosno eksternalisticki i koje implikacije iz toga proizlaze. Da bi to bilo 
moguce, neminovno je precizirati historijske i strukturne preduvjete takvog 
prijelaza. No, to ne znaci pokusati uspostaviti linearnu kauzalnu genealogiju 
jer bi takav poduhvat bio epistemoloski preuzetan, a analiticki u ovom 
opsegu jalov. Zadaca je stoga nesto drukcija i sastoji se od dvije vrste 
komplementarnih zadataka, odnosno dvije etape lociranja problema: i) 
razloziti kako opozicija imanentnost/transcendentnost strukturno 
onemogucuje legitimitet problema stednje u diskursu (o) umjetnosti koji je 
postao nezaobilazan u bilo kakvoj refleksiji o tom polju u posljednje tri 01 
godine; 2) detektirati kljucne diskursne resurse koji u odredenom povijesnom 
trenutku figuriraju kao neprikosnovena interpretacijska resetka, nepomucena 
kontingentnim empirijskim specificnostima. 
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02 Taje odluka cisto analiticke . ... ... 

naravi i ni u kojem smisiu ne Imanencija/transcendencija 

implicira vrijednosnu ili episte- 

molosku poziciju autora. Povijesni pregledi enciklopedijskog ili historiografskog tipa poprilicno su 

suglasni oko klasificiranja i kronoloskog slijeda dominantnih refleksivnih 
pristupa fenomenu umjetnosti (v. Gilbert, Kuhn, 1969; Grlic, 1983). Do pocetka 
20. stoljeca katalog relevantnih vizura relativno je neproblematican. Vec i na 
prvi pogled paznju privlaci cinjenica da je korpus eksternalistickih tumacenja 
umjetnickih djela, praksi i same umjetnosti kao specificne artikulacije ljudskog 
iskustva svojom diverzificiranoscu, kao i obimom, zapravo neusporedivo siri 
od imanentistickog pristupa koji inzistira na potpunoj autonomiji 
umjetnickog polja. Potonji stasa u svom domisljenom i konzekventnom 
obliku tek negdje sredinom 19. stoljeca, a poznatiji je, u toj drustveno- 
povijesnoj konkretnoj artikulaciji, pod terminom larpurlartizam, dokje 
istovjetna poeticka orijentacija, koja stasa u prvoj polovici 20.st, poznatija 
pod nazivom esteticizam. U ovoj raspravi fasete takvog programa nece biti 
razmatrane iz vise razloga, a kljucni je dakako ispadanje iz epistemoloskog 
okvira koji se ovom analizom pokusava ocrtati. 02 

Do romantizma u cijem se okviru profilira i prvi sistematski, disciplinarni 
pristup umjetnosti (estetika), umjetnost je dominantno bila interpretirana iz 
teoloske vizure, ili, u sekularnom kljucu iz ontoloske vizure, kao jedna od 
supostojecih, specificnih manifestacija ljudskog duha. No vec u drugoj 
polovici 19. stoljeca, u scijentistickom zanosu umjetnost se tretira kao 
segment ljudske prakse cije su specificnosti, kao i u svakom drugom 
segmentu svekolike prakse, rezultat drustveno povijesnih silnica. Takva 
genealoska hipoteza znaci da je proucavanjem drustveno-povijesnih uvjeta 
moguce objasniti i interpretativno iscrpiti sve fenomene koji se manifestiraju 
unutar ogranicenog polja umjetnosti, i to s produkcijskog, kao i s recepcijskog 
aspekta. Zacijelo najdoradenija, analiticki najsofisticiranija i sistemski 
najkonzistentnija instanca takvog pristupa je Bourdieuova studija The Rules 
of Art (1995). 

Trenutno nesto kurentniji eksternalisticki pristupi dobrim dijelom 
potjecu iz kognitivisticke paradigme i uglavnom ih odlikuje usmjerenost na 
neurolosku bazu kreativnosti unutar cega razmatranje umjetnosti dobiva 
znacaj. Snazi takvog pristupa sigurno svjedoci i stasanje nove discipline, 
neuroestetike (v. neuroesthetics.org). 

Sustinski, takvi pristupi, unatoc svojim krajnje heterogenim i 
paradigmatski nesumjerljivim metodologijama, pocivaju na istrazivackom 
impetusu evaluacije umjetnickog djela. Ona se pripisuje ovom ili onom nizu 
faktora, u konacnici kao rezultat nekih determinanti koje esencijalno leze 
izvan samog umjetnickog polja. Medutim, iz fokusa ovako konceptualiziranih 
istrazivanja strukturno ispada evaluacija specificne interne dinamike 
umjetnickog polja koja je kao radikalni novum stasala tijekom 20. stoljeca. 
Smatram da je upravo ta specificnost, njezina nesvodivost na dosadasnje 
kauzalne interpretacije, mjesto povlastenog interpretativnog ulaska u polje. 
Ta "alternativna" metodologija ulaska je sistemska inverzija. Njezin bi zadatak 
bio detektirati kako originalna dinamika umjetnickog polja utjece na 
drustvene odnose, pa onda i na siru historijsku konstelaciju unutar koje se 
govor (o) umjetnosti konstituira. Nadilazeci interpretativni hir ili provokacijski 
motiviranu idiosinkraziju, zelim ukazati kako je upravo takav rakurs (zasad) 
jedini u stanju nositi se s osobitostima aktualnog stanja umjetnickog 
diskursa. Konkretno, jedini je u stanju ponuditi sistemsku analizu u kojoj se 
stednja javlja kao legitimna estetska kategorija. Da bi takav okvir drzao vodu, 
treba i strukturno i povijesno zakoraciti nekoliko koraka unatrag. 
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Umjetnicko polje u doba hibridnosti 

Kako je ranije vec naznaceno, konceptualizacija polja unutar kojeg ce biti 
moguce analiticki obuhvatiti one probleme koji izmicu postojecim 
eksternalistickim pristupima, pausalno je svediva na tekjosjednu 
taksonomsku zadacu. Medutim, treba naglasiti kako cilj naznacene vrste 
detekcije ne moze biti neki, nuzno arbitrarno zaokruzeni, katalog 
problematicnih toposa ili ideologema koji bi se sakupio i figurirao kao 
privilegirani inicijalni (kriticki) zahvat u umjetnicko polje. Iz nesto drugacijeg 
polazista, smatram daje nuzno analiticki operacionalizirati svojevrsni 
dinamicki generator diskursa (o) umjetnosti koji bi onda omogucavao 
sagledavanje relacija toga polja, pa i onih medusobno kontradiktornih, ma u 
kojem se obliku one u odredenim historijskim uvjetima materijalizirale. U tom 
smislu, instruktivnim nalazim opservacije koje je o statusu umjetnosti, tj. 
umjetnicke produkcije kao javnog dobra izlozio Boris Grays u clancima "Art 
and Money" (2011) te "Politics of Installation" (2009). Interpretativni 
historijski okvir koji njegove teze pruzaju bitno ce determinirati natuknutu 
operacionalizaciju pa cu se ovdje posluziti nesto sirim citatima i parafrazama. 

Razlazuci odnos novca i umjetnosti, Groys postulira dvije razine u sklopu 
kojih se taj su-odnos moze preciznije pratiti. Na prvoj razini umjetnicko se 
djelo tretira kao roba i kao takvo ono cirkulira na trzistu. U analitickoj 
apstrakciji, ta je cirkulacija neopterecena specificnostima dinamike trzisnih 
odnosa i odvija se izmedu vlasnika umjetnine (opipljive, prenosive) i 
potencijalnog kupca. Utoliko je rijec o prelijevanju privatnog novca u privatne 
dzepove, uz mogucu proviziju za posrednika. No druga razina tice se jedne 
puno kompleksnije dimenzije, naime produkcije, distribucije i recepcije 
umjetnickih djela, uz relevantan input javnog novca koji uopce omogucuje 
ovakav ciklus. Na toj razini rijec je ponajprije o umjetnickim manifestacijama 
poput bijenala te drugih srodnih vrsta vremenski ogranicenih ili pak trajnih 
izlozaba koje nisu prodajnog karaktera te su stoga i namijenjene drugacijoj 
publici - javnosti. Da bi manifestacije tog tipa uopce mogle postojati 
potrebna je znacajna financijska potpora koja se najvecim dijelom pokriva iz 
javnih sredstava. "Buduci da od Duchampa nadalje proizvesti umjetnicko 
djelo znaci izloziti nesto kao umjetnost (...) ne pokazati rad, znaci 
onemoguciti njegovo postojanje."(2on). Ova teza ima dvije dalekosezne i vrlo 
vazne implikacije. S jedne strane, ne omoguciti, prvenstveno financijski, 
organizaciju prezentacijskih dogadaja takvog otvorenog tipa, znaci 
onemoguciti postojanje umjetnosti mimo gore ocrtane relacije proizvodac - 
(posrednik) - kupac, odnosno, mimo trzista. S druge strane, ontolosko 
sagledavanje, ali i puno vaznije, utemeljenje umjetnosti pomice se s domene 
proizvodnje umjetnickog djela kao esencijalne umjetnicke djelatnosti, na 
odabir, odnosno selektorsku dimenziju ciji je konstitutivni moment 
ukljucivanje djela u korpus vrijedan izlaganja. U toj tocki odlucivanje, a ne 
ekspertiza usmjerena na evaluaciju imanentne umjetnicke vrijednosti 
konkretnog djela, postaje konstitutivna estetska instanca. Konzekventno 
tome, nekad cvrsta distinkcija umjetnik/kustos sada gubi smisao (Groys, 
2009). 

U klasicnoj tipologiji koja potjece od Aristotela, domene genericki 
ljudskog iskustva mogu se podijeliti na poiesis, praxis i theoriu. Osobitost je 
prve dimenzije intervencija u prirodu s ciljem u proizvodu kao specificnom 
outputu ljudske intervencije odnosno rada, sto bitno obiljezava umjetnost. 
Drugu dimenziju odlikuje angazman u domeni drustvenih odnosa s ciljem 
transformacije tih odnosa, a to je ujedno i elementarna definicija politike. 
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03 Postfordizam, u nekim inacica- 
ma i kognitivni kapitalizam, 
ostro je kritiziran od samog 
pocetka cirkulacije tog koncep- 
ta. Za ekstenzivniju, te empirijski 
i teorijski fundiranu kritiku v. 
Smith (2008), Doogan (2009). Ti 
aspekti kritike unutar intencije 
ovog rada ne mogu biti ni 
okrznuti. 


Trecaje komponenta umni zivot, solipsisticka samosvrhovita djelatnost 
svojstvena covjeku kao rodnom bicu (Virno, 2004:41). Primijenjeno na gornju 
analizu, ono na sto Croys upozorava i sto uistinu predstavlja relevantan 
aspekt dinamike umjetnickog polja, njegova je preorijentacija s poiesisa na 
praxis. Drugim rijecima, od poimanja umjetnickog djelovanja prvenstveno kao 
transformacije materijala, prelazimo na domenu koju smo prije smatrali 
ekskluzivno politickom sferom. 

Virno, razmatrajuci i elaborirajuci po njemu bitnu novost koju 
postfordisticka 03 paradigma politicke ekonomije donosi, postulira kako nasu 
aktualnost u tom pogledu konstituira upravo hibridizacija, stapanje sfera cija 
je odjelitost cinila kamen temeljac europskog civilizacijskog kruga od samih 
pocetaka. Taj je fenomen najocitiji u stapanju sfere rada ( poiesis ) i sfere 
politike (praxis). Ukratko i tek u naznaci, Virno je prvenstveno usredotocen na 
analizu novih oblika rada (transformacije prirode) koji poprima sve vise 
obiljezja ranije rezerviranih za politiku. U okviru teza ovog rada, smatram 
operativno poticajnim analognu analizu transformacije izvesti u domeni 
poiesisa (kao umjetnosti) koje se Virno ne dotice jer je objekt njegove 
interpretacije rad kao ekonomska kategorija. 


"Stedjeti" kao umjetnicki cin 

Stilska, ali i strateska dominanta politickog diskursa od pocetka posljednje 
svjetske ekonomske krize jest "stednja". No ona ipak nije tekjedan od novih 
ideologema iz radionica kreativnih industrija vec je dosljedno inkorporirana 
kategorija totalizirajuce ekonomizacije svih sektora ljudskog iskustva. Takva 
ekonomizacija pociva na nepropitivoj, apriornoj "ontoloskoj" tezi o neminov- 
nosti kapitalizma, konkretno u njegovoj aktualnoj historijskoj realizaciji - 
neoliberalizmu. Jedna od bitnih odlika tog oblika je privatizacija svih jos 
neprivatiziranih pogona ljudske djelatnosti, ukljucujuci i one sfere koje su se 
donedavno samorazumljivo svrstavale u domenu javno dostupnih dobara, 
poput zdravstva, socijalne skrbi, obrazovanja, te svakako i umjetnosti. 

Aldo Milohnic, u clanku "Culture in the Crip of Economic Rationality" 
(2005:7) o empirijskim konkretizacijama takvih stavova prisutnih u Sloveniji 
(ali svakako primjenjivih u znatno sirem krugu) zakljucuje: "sve ostale sfere 
drustvenog zivota [osim ekonomske] trebaju opravdati svoje postojanje 
koristeci svojevrsnu ekonometrijsku introspekciju, sto konkretno znaci da se 
od njih ocekuje podvrgavanje testiranju vlastite ekonomske racionalnosti i 
dobrobiti za drustvo u cjelini" Ova je stilizacija precizna dijagnoza radikalne 
novosti aktualnog stanja: neovisno o bilo kakvim inherentnim svojstvima, 
umjetnicka je produkcija pozitivno evaluirana ako, i samo ako je racunovod- 
stveni ishod cost-benefit procjene iznad nule. Dosljedno opcem trendu 
privatizacije nekad javnih dobara, i kulturna se sfera progresivno komodificira. 
Konceptualna podloga na kojoj se to odvija je pretvaranje drustvenih odnosa 
u ekonomske odnose. Ako su, dakle, odnosi iz umjetnickog polja ranije 
predstavljali specificnu vrstu drustvenih odnosa, oni sada transformacijom, tj. 
sistematicnom legislativom u tom smjeru postaju specificna vrsta 
ekonomskih odnosa. Otud je logicno da se i takva, nova domena primjereno 
oznacava kao kulturna industrija (Breznik, 2005:38-42). 

Kulturna se industrija izmjenicno koristi terminom "kreativna industrija". 
Iz kognitivisticke perspektive, umjetnost je tek jedna od manifestacija spe- 
cificne ljudske kreativnosti. Kad se kreativnost kao ljudski rodna dispozicija 
upregne u mrezu ekonomskih odnosa, legitimno je takvu dimenziju 
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04 Za strukturnu analizu takvih 
tendencija v. Boltanski, Chiapello 
(2007); za razornu empirijski i 
teorijsku kritiku njihove studije 
v. Lazzarato (2011). 


okarakterizirati industrijom kreativnosti. U takvoj "industrijskoj" konstelaciji 
razumljivo je da postoji i vladajuca klasa, a to je, po logici stvari, kreativna 
klasa. Takvoj je artikulaciji klase nemoguce prici iz marksisticke politicko- 
ekonomske vizure, no povrh toga ona izmice bilo kakvoj sistematski 
analitickoj operacionalizaciji. Razlogaza takvo stanje je vise, no najuocljiviji je 
svakako labava i trendovski prposna kvazi-socioloska denotacija ciji je realni 
referent vrlo mutan. To, medutim, nije slucajno. Daleko od bilo kakve 
konspiracijske paranoje, radi se tek o ponovnom uskrsavanju "klasne 
artikulacije" koja se vec jednom historijski pokazala djelotvornom. Naime, 
pocetkom 20. stoljeca kad se larpurlartisticki zahtjev za autonomijom 
umjetnickog polja programatski profilira dijelom i unutar povijesne 
avangarde (kojoj vremenski koincidira, a konceptualno prethodi, 

Duchampova gesta), na taj nacin osmisljena agenda nije tek senzibilni vapaj 
kreativnosti posvecenih boema, nevicnih procedurama profanog zivota. 
Autonomija koja se tada trazila nije podrazumijevala tek samoregulaciju u 
polju, internu slobodu u kojoj bi umjetnici-kreativci mogli neometano 
djelovati. Vec i tada se radilo, kako poantira Nowotny (2011:19), referirajuci se 
na primarne povijesne izvore, o bitci za povlasteno mjesto odlucivanja u tek 
stasaloj domeni politicke administracije u podrucju kulture. Zadaca te 
administracije bila je rasporedivanje drzavnih potpora/javnih sredstava 
odredenim umjetnickim institucijama i djelatnostima. Dakle, impregnacija 
umjetnickog polja dnevno-politickom dinamikom kao povijesna instanca 
pojavila se paralelno sa strukturnim transformiranjem umjetnickog polja 
prema politickom polju po obrascu koji je izlozio Croys. Vec tada, u toj su se 
domeni realno postojece klasne napetosti unutar tzv. kreativne klase 
strateski prikrivale toboznjim antagonizmom izmedu diskursa umjetnosti i 
ostalih, "svjetovnih" segmenata ljudskog iskustva. Supstanca tadasnjeg 
"autonomistickog" zahtjeva programatski jejasna iz danasnje, povijesno 
obavijestene perspektive. Kad uz to uzmemo u obzir aktualnu javno 
promoviranu i sistemski poduprtu i sankcioniranu agendu ekonomizacije 
kulturne/kreativne sfere dobivamo nesto jasnije obrise sistemskih znacajki 
kreativne industrije. Utoliko recentna nekriticka i politicki nesvjesna 
revitalizacija oprobanog obrasca "zahtjeva za autonomizacijom" kulturnog/ 
kreativnog polja predstavlja farsu.° 4 

Iz ovog se moze zakljuciti kako je od samih pocetaka borba za 
autonomiju umjetnickog polja i strukturno i strateski bila politicka borba za 
distribuciju moci u sferi dodjeljivanja javnih sredstava. To znaci da je vec 
ishodisno stasala kao klasna borba bitno determinirana dinamikom 
ekonomskog polja. Imajuci to na umu, neminovno je zakljuciti kako je 
ekonomizacija kulturne sfere, prije same realizacije koja zamah dobiva u 
posljednjih tridesetak godina, imala strukturno najpovoljniju podlogu upravo 
u umjetnickom polju. Utoliko su nasi tipski umjetnik i tipski kustos s pocetka 
teksta "intuitivno" maestralno locirali gorucu problematiku: stednja (i njezino 
nalicje, potrosnja) uistinu jesu legitimne estetske kategorije. 
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oi This is an approximately defined 
period, which presupposes the 
enforcement of this type of 
argumentation as a necessary 
consolidation measure after the 
onset of the global economic 
crisis in 2008. Tendencies of 
subjection to the marketing 
logic of those public sectors, 
including artistic production, 
which enjoyed public financial 
support, have been more or less 
present and manifest ever since 
the notorious Thatcher reforms 
in the early 1980s. 


Their [the city's] interest is to get their message across in a simple and 
economic way: this is an urban space belonging to creative people, and we 
want to encourage the emergence of a creative class. 

— a young Croatian curator, 2on 

The aim was to find a solution that would be clear, visually effective, and 
not too expensive. I think that this goal has been achieved. 

— a Croatian artist on his work, 2on 

hese introductory mottos have been extracted, partly 
unfairly, from their semantic and discursive context, in 
accordance with the good old custom; however, I find 
them significant for the topic that I have selected because 
of their indicative, politically unconscious stylization. 

Their contextual origin is accidentally Croatian, but I 
consider them equally symptomatic at the global level. 

My aim here is to outline the way in which accounting 
terminology and its inherent modes of articulation have become legitimate 
commonplaces in the language of/about art. 

In a broader sense, that means showing the systemic modifications 
that, at a certain moment or time, have resulted in a smooth transition from 
the immanent/internal legitimization discourse of the art field into a 
transcendental or external one; as well as the implications of that transition. 
In order to do that, we must inevitably define the historical and structural 
preconditions of that transformation. However, that does not mean 
establishing a linear or causal genealogy, since that enterprise would be 
epistemologically pretentious, while in terms of analysis it would prove futile 
in this scope. Therefore, my task is somewhat different and consists of two 
types of complementary tasks, or rather two phases of locating the problem: 
i) explaining the way in which the opposition of immanence/transcendence 
makes it structurally impossible to legitimize the problem of frugality in the 
discourse of/about art, an issue which has become inevitable in any reflection 
on that field in the past three 01 years; 2) detecting the key resources of 
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in nature and by no means 
implies an evaluation or the 
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Immanence/Transcendence 

Historical overviews of an encyclopaedic or historiographical type mostly 
agree on the classification and chronology of dominant reflexive approaches 
to the phenomenon of art (cf. Gilbert, Kuhn, 1973; Grlic, 1983). Before the 20 th 
century, the catalogue of relevant perspectives was relatively unproblematic. 
What is striking at first sight is the fact that the corpus of externalist 
interpretations of artworks, practices, and art itself as a specific articulation 
of human experience, was in effect incomparably broader in its diversification 
and volume than the immanentist approach, which insists on the absolute 
autonomy of the art field. It was only sometime in the mid-i9 th century that 
the latter matured in its full-fledged and consistent form, and in that 
particular social and political articulation it became known as larpurlartism, 
while the corresponding orientation in poetry, which emerged in the early 
20 th century, was known as aestheticism. In this essay I do not intend to 
discuss the facets of this programme for several reasons, among which the 
crucial one is the fact that they fall out of the epistemological framework 
that this analysis seeks to outline. 02 

Before Romanticism, in the framework of which the first systematic, 
disciplinary approach to art - aestheticism - was formulated, art was largely 
interpreted from the theological perspective or, in the secular key, from the 
ontological one, as one of the coexisting, specific manifestations of human 
spirit. However, in the second half of the 19 th century, marked by scientific 
enthusiasm, art began to be treated as a segment of human practice whose 
specificities, as in any other segment of any practice, were guided by trends 
in social history. This genealogical hypothesis meant that by studying the 
socio-historical conditions it was possible to explain and interpretatively 
exhaust all phenomena that were manifested within the limited art field, in 
terms of both production and reception. Certainly the most elaborate, 
analytically sophisticated, and systematically consistent instance of this 
approach has been Bourdieu's study on The Rules of Art (1995). 

The currently somewhat more popular externalist approaches largely 
originate in the cognitivist paradigm and mostly focus on the neurological 
foundation of creativity, whereby considerations about art also get their 
share of attention. Their power is evident, among other things, in the 
emergence of a new discipline: neuroaesthetics (cf. neuroesthetics.org). 

In effect, such approaches, despite their utterly heterogeneous and 
paradigmatically incommensurable methodologies, rely on the research 
impetus of evaluating the artwork. This evaluation is ascribed to this or that 
series of factors and eventually results from determinants that essentially 
reside beyond the art field as such. However, what structurally falls out of the 
scope of research thus conceptualized is the evaluation of the specific 
internal dynamics of the art field, which emerged during the 20 th century as a 
radical novelty. And it is precisely that specificity, namely the fact that it 
cannot be reduced to the current causal interpretations, what constitutes, in 
my opinion, the site of a privileged interpretational entry into this field. This 
"alternative" methodology of entry is a systemic inversion. Its task would be 
to detect the way in which the original dynamics of the art field influences 
the social relations, and through them the broader historical constellation in 


discourse that function at a given historical moment as the absolute 
interpretation grid, undisturbed by empirical specificities. 
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which discourse of/about art is construed. By going beyond an interpretati- 
onal whim, or an idiosyncrasy motivated by provocation, I wish to indicate 
that this angle has been (so far) the only one capable of coping with the 
peculiarities of the current state of artistic discourse. More precisely, it is the 
only one that can offer a systemic analysis in which frugality appears as a 
legitimate aesthetical category. If such a framework is to hold water, one 
must go a few steps back, both structurally and historically. 


The Art Field in Times of Hybridism 

As we have already noted, conceptualization of the field in which it will be 
possible to analytically encompass those problems that evade the existing 
externalist approaches can be generally reduced to yet another exercise in 
taxonomy. However, it should be emphasized that the aim of this type of 
detection cannot be to create a catalogue, necessarily arbitrary, of 
problematic commonplaces or ideologemes that could be gathered and then 
serve as a privileged initial (critical) intervention in the art field. Taking a 
somewhat different starting point, I consider it necessary to analytically 
operationalize a sort of dynamic generator of discourse of/about art, which 
will then make it possible to view the relations in that field, even those that 
are mutually contradictory, in whatever form they may become materialized 
in specific historical circumstances. In that sense, I find it instructive to 
consider Boris Groys' observations on the status of art, i.e., artistic production 
as a public good, which he has articulated in his articles "Art and Money" 
(2on) and "Politics of Installation" (2009). The historical framework of 
interpretation offered by his theses will crucially determine the 
abovementioned operationalization, which is why I must resort to somewhat 
longer quotations and paraphrases. 

When analysing the relationship between money and art, Groys 
mentions two levels on which that correlation can be followed more 
accurately. On the first level, the artwork is treated as a commodity and 
circulates as such on the market. In analytical abstraction, that circulation is 
unburdened by the specific dynamics of market relations and takes place 
between the owner of the artwork - which is tangible and transportable - 
and the potential buyer. Therefore it is a matter of private money flowing 
into private pockets, perhaps with a commission for the middleman. The 
other level, however, refers to a far more complex dimension, which is the 
production, distribution, and reception of artworks, with a relevant input of 
public money which makes this cycle possible in the first place. That level 
primarily includes art events such as biennials and other, similar temporarily 
limited or permanent exhibitions that are not intended for selling art, which 
is why they attract different audiences, i.e., the broader public. In order to 
make such events possible in the first place, one needs substantial financial 
support, which is largely granted from the state budget. "[S]ince Duchamp's 
ready-mades, artworks [...] only exist if they are exhibited [...] there is no 
production without exhibition" (20m). This hypothesis has two far-reaching 
and important implications. On the one hand, by making it impossible, 
primarily financially, to organize presentational events that are open for the 
general public, one hinders the existence of art beyond the abovementioned 
artist-(middleman)-buyer relationship, that is, beyond the market. On the 
other hand, the ontological view on art and, more importantly, its raison 
d'etre shifts from the domain of art production, as the essential artistic 
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activity, to its selection, i.e., the selector's dimension, with the inclusion of 
the artwork into a corpus worth exhibiting as its constitutive moment. At 
that point, it is decision-making, rather than expertise aiming at evaluating 
the immanent artistic value of a particular artwork, that becomes the 
constitutive aesthetic instance. Consequently, the once firm distinction 
between the artist and the curator is now losing its meaning (Groys, 2009). 

In the classical typology originating from Aristotle, the domains of 
generically human experience can be divided into poiesis, praxis, and theoria. 
The specificity of the first dimension is intervention into nature, whereby the 
aim is to obtain a product as a specific output of human intervention, i.e., 
work, which is also an essential feature of art. The second dimension is 
characterized by engagement in the domain of social relations with the aim 
of transforming them, which is also the elementary definition of politics. The 
third component is intellectual life, the solipsistic and self-directed activity 
typical of man-as-species (Virno, 2003). Applied to the analysis above, what 
Groys is warning against and what is indeed a relevant aspect of the 
dynamics of the art field, is its re-orientation from poiesis to praxis. In other 
words, we are shifting from understanding the artistic activity primarily as 
transforming material into a domain that we have previously considered 
exclusively political. 

While considering and elaborating the novelty brought about by the 
post-Fordist 03 paradigm, which was essential in his opinion, Virno postulates 
that our actuality in that sense consisted precisely in hybridization, the 
merging of spheres whose division had been the cornerstone of the 
European cultural circle from its very beginnings. That phenomenon is most 
obvious in the merging of the sphere of work ( poiesis ) and the sphere of 
politics (praxis). Mentioning it briefly and only hinting at it, Virno primarily 
focuses on analysing the new forms of work (transformation of nature), 
which acquires more and more features that used to be reserved for politics. 
In the framework of this work, I consider it operationally motivating to 
conduct an analogous analysis of transformation in the domain of poiesis (as 
art), which Virno does not deal with because the object of his interpretation 
is work as an economic category. 

Being "Austere" as an Artistic Act 

The stylistically and also strategically dominant element of political discourse 
from the beginning of the latest global economic crisis has been "austerity". 
However, it is not merely a new ideologeme coined in the workshops of 
creative industries; as a category, it has been consistently incorporated into 
the totalling economization of all sectors of human experience. Such 
economization relies on an unquestionable, aprioristic "ontological" 
hypothesis about the inevitability of capitalism, quite concretely in its current 
historical realization - neoliberalism. One of its crucial features is the 
privatization of all spheres of human activity that have hitherto remained 
non-privatized, including those which were until recently understood as 
logically belonging to the domain of publicly accessible goods, such as health, 
social welfare, education and, of course, art. 

In his article "Culture in the Grip of Economic Rationality" (2005:7), Aldo 
Milohnic writes about the empirical concretizations of such attitudes that 
can be seen in Slovenia (but certainly applicable to a far broader setting), 
concluding that "all other spheres of social life [except economy] are 
expected to justify their existence using a kind of econometric introspection, 
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meaning that they are expected to submit themselves to a test of their own 
economic rationality and benefits for society as a whole." This stylization is a 
precise diagnosis of the radical novelty of the present situation: 
independently of any inherent features, artistic production is positively 
evaluated only and exclusively if the accountant's estimate of the cost- 
benefit ratio is above zero. In consistence with the general trend of 
privatizing goods that were once public, the cultural sphere is likewise 
progressively commodified. The conceptual base on which that happens is 
the transformation of social relations into economic ones. Thus, if the 
relations in the field of art used to be a specific type of social relations, with 
the transformation, i.e., the systematic legislation in that direction, they are 
now becoming a specific type of economic relations. It is therefore logical 
that this new domain is also adequately described as a cultural industry 
(Breznik, 2005:38-42). 

The term "cultural industry" is used alternatively with the term "creative 
industry". From the cognitivist perspective, art is only one manifestation of 
the specifically human creativity. When creativity, as a disposition 
characteristic of the human species, is harnessed for the network of 
economic relations, it is legitimate to describe that dimension as an industry 
of creativity. In such an "industrial" constellation, it is understandable that 
there is a ruling class, which is by that very logic the creative class. Such 
articulation of class cannot be approached from the perspective of Marxist 
political economy, but it also evades all systematic and analytical 
operationalization. There are several reasons for that situation, among which 
the most evident is certainly its loose and trendily saucy pseudo-sociological 
denotation with a rather obscure referent. That, however, is not accidental. 
Without any paranoia of conspiracy, one may say that it is only a resurrection 
of the "class articulation" that has already proven itself efficient in history. 
Namely, early in the 20 th century, when the larpurlartist demand for an 
autonomous art field was partly programmatically profiled within the 
historical avant-garde (with which it coincided chronologically although 
conceptually preceding it: Duchamp's gesture), the agenda that was thus 
conceived was not just a sensitive cry of creativity uttered by some initiated 
bohemians, inexperienced in the procedures of profane life. The autonomy 
that was demanded at that time implied more than mere self-regulation of 
the field or an internal freedom in which artists and creative individuals could 
operate undisturbed. As Nowotny (2011:19) has emphasized referring to the 
historical primary sources, it was a battle for the privileged position of 
decision-making in the emerging domain of political administration in the 
field of culture. The task of that administration was to distribute state 
subventions - public moneys - destined for art institutions and activities. 
Thus, the impregnation of the art field with daily political dynamics as a 
historical instance occurred at the same time as the art field was structurally 
transformed towards the political field according to a pattern articulated by 
Grays. Already at that time the real existing class tensions in this domain, 
within the so-called "creative class", were strategically concealed by the 
alleged antagonism between the discourse of art and other, "worldly" 
segments of human experience. The core of the "autonomist" demand at 
that time is programmatically manifest from today's historically informed 
perspective. If we also take into account the current publicly promoted and 
systemically sustained and ratified agenda of economizing the cultural/ 
creative sphere, we obtain somewhat clearer outlines of the systemic 
features of creative industry. Insofar the recent uncritical and politically 
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unconscious revitalization of the proven pattern of a "demand for 
autonomization" of the cultural/creative field reveals itself a farce. 04 

From all this it can be concluded that from the very beginning, both 
structurally and strategically, the struggle for autonomy of the art field was a 
political struggle for the redistribution of power in the sphere of assigning 
public moneys. In other words, from the outset it emerged as a class 
struggle, determined by the dynamics of the economic field. Keeping that in 
mind, one must necessarily conclude that the economization of the cultural 
sphere, before its very realization that has gained its momentum in the past 
thirty years, had its structurally strongest foundation precisely in the art field. 
If our exemplary artist and exemplary curator from the beginning of the text 
have "intuitively" brilliantly defined this hot issue, then austerity (and 
consummation as its reverse) truly are legitimate aesthetical categories. 
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rijeme edukacije je proslo. Veliko ubrzanje oko 
proizvodnje i razmjene znanja, iz- i razobrazovanja koje 
je protutnjalo svjetskim kulturnim institucijama, 
festivalima, NGO-ima i kolektivnim praksama nestaloje 
iznenada s obzora prije svega kustoskog interesa, eto, 
nekako tocno u vrijeme kad su se stvarne obrazovne 
institucije i cijeli obrazovni sustav nasli ugrozeni 
mjerama stednje. Naravno, stednja je postala 
zanimljivijom umjetnickom temom, ali metodoloski obratje jos zanimljiviji: 
dok je kulturni sektor tendirao kooptirati edukaciju, mjere stednje kooptirale 
su njegovu djelatnost sve do razine teme. I sam sam nedavno bio iznenaden 
argumentacijom poznate kustosice, clanice odbora jednog vaznog 
njemackog fonda protiv izvjesnog projekta koji je trebao tematizirati 
rasipanje, potrosnju: "Waste, today, - no, sorry, not." Drustveni kapital koji 
umjetnost generira ocito podlijeze mjerama ekvivalencije. Od umjetnosti se 
ocekuje da nalazi zajednicki nazivnik s drustvenim potrebama. No drustvene 
potrebe ne definiraju se iz perspektive umjetnicke prakse nego drustvenog 
naloga koji, nazalost, sve manje izrazava drustvene potrebe, a sve vise 
potrebe kapitala. Ocito se iskazuje potreba za preokretom modernistickog 
naputka - kad vec ne mozemo mijenjati umjetnost da bismo mijenjali svijet, 
mijenjajmo svijet da bismo mogli promijeniti umjetnost. 

S jedne strane, donedavni rast brige za znanje moguce je gledati kao 
vizionarsko upozorenje umjetnika na tendencije koje je eksplozija tzv. 
Bolonjskog sustava nosila u sebi: sirenje i umnozavanje sveucilista i 
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sveucilisnih programa uz postepenu privatizaciju. Htjeli priznati ili ne, 
bolonjski sustav, iako ne i nominalno, normiranjem i nomenklaturom znanja, 
povecanjem mobilnosti i konkurentnosti simulirao je trzisno natjecanje i 
otvorio vrata za komodifikaciju znanja i istrazivanja. Cotovo istovremeno 
kapital je nanjusio svjezu krv, a umjetnost postavila zahtjev za pravom na 
znanje, koristenjem znanja kao javnog dobra, na sve nacine na koje vam se 
svida. No, umjetnost je, kao i uvijek, zaboravila na svoju trajnu objektnost i 
vlastitu uronjenost u trziste, pa je i zahtjev za emancipacijom proizvodaca i 
korisnika znanja, umjetnosti kao specificnog nacina proizvodnje znanja brzo 
postao tehnicko namjesto poetickog pitanja. 

Interes za proizvodnju i prijenos znanja nije bio nikakav novum proslog 
desetljeca, prije je tu rijec o novoj aspiraciji na obuhvacanje cjeline kroz fokus 
na znanje, ali i potrebi za verifikacijom umjetnicke prakse kao generatora 
drustvene pokretljivosti i transformativnosti. 

Prijenos umjetnikovog znanja u izvedbenim umjetnostima, nakon 
velikih metoda i tehnika poput Stanislavskijeve, Grotowskijeve, 
Cunninghamove itd. postao je redovnom i rastucom pojavom jos u 8o-ima 
kroz prodor radionica u popratne programe festivala ili festivale radionica 
poput onih na Amsterdam Summer University. Padom zeljezne zavjese trziste 
se drasticno povecalo, a izvoz znanja na istok stvorio je potrebe i za 
posebnim oblicima povezivanja i financiranja tog trzista u cemu su kljucnu 
ulogu odigrali mreza IETM, Felix Meritis i Soroseva fondacija. Radionicki tip 
edukacije dobio je svoje vrhunce u plesnoj skoli P.A.R.T.S. Anne Terese De 
Keersmaeker te radionicko-festivalskom spektaklu DanceWEB / ImPulsTanz. 
Iako je P.A.R.T.S. tendirao tome da postane akademski priznatim studijem, 
njegova diploma nije verificirana od belgijske drzave. P.A.R.T.S. sebe prezentira 
kao obuku u plesu, ali prije svega kao umjetnicki projekt, dakle ne mjesto na 
kojem se umjetnost uci nego potice razvoj umjetnika. 

DanceWEB izrastao je iz ImPulsTanz festivala kao jedan od 
najprestiznijih radionickih projekata s vrlo strukturiranim modelom 
organizacije radionica i coachinga za 50 stipendiranih i cijeli niz samostalnih 
polaznika. DanceWEB nastoji biti filtrom izvrsnosti medu polaznicima, ali 
nedvojbeno aspirira i na definiciju vrijednosti na plesnom trzistu cak vise kroz 
izbor pedagoga negoli festivalski segment kroz izbor predstava. 

Iako naocigled razliciti, pa u nekom smislu i konkurentni, ova dva 
projekta su medusobno izrazito komplementarna. Pri tome je vrlo vazno 
sagledati ne samo njihova temeljna programska nacela i strukturu studija, 
nego tendencije projekata prema kontekstu i studentovoj osobnosti. Prijenos 
znanja kuriran je od strane umjetnika - P.A.R.T.S. je definiran vizijom Anne 
Terese De Keersmaeker, a DanceWEB svake godine poziva "umjetnickog 
trenera (coach) izabranog medu osobama iz polja plesa koje su posljednjih 
godina odigrale kljucnu ulogu na medunarodnoj razini u razvoju suvremenog 
plesa" (s mreznih stranica DanceWEB). Medutim, same institucije i programi 
vode visok stupanj brige o zivotnom stilu studenta bilo da je rijec o prehrani, 
bilo o slobodnom vremenu sto rezultira visokim stupnjem identitarne 
povezanosti polaznika - u vidu stila odijevanja, entuzijazma prema profesiji ili 
projektnom odrzavanju druzenja ili stvorenih zajednica. 

Politicka emancipacija znanja i ucenja kroz umjetnicku praksu koja je 
zahvatila i pies u prosloj dekadi nije strukturno utjecala na ove institucije. 
Prakse koje smo realizirali ili pratili u posljednjih deset godina od PAF-a do 
East Dance Academy, od MODE 05 do Documente XII, od Autocesta znanja do 
Raskolovanog znanja danas su prisutne u njihovom programu u obliku 
razmjenjivih tehnika istrazivanja ili laboratorija. 
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Razlike u odnosu prema znanju, a potom i njegove politicke implikacije 
daju se pokazati na dva primjera s ovogodisnjeg ImPulsTanz festivala - 
obnovljene predstave Elena's Aria koju je Anne Teresa De Keersmaeker 
koreografirala 1984. godine te predstave Youdream skupine Superamas. 
Gledajuci predstavu Elena's Aria ne mozete pobjeci dojmu svojevrsne 
antiknosti predstave vezane prije svega za neskriveno majstorstvo 
inscenacije kojeje u devedesetima doslo na los glas u izvedbenim 
umjetnostima. Nista u toj predstavi ne odaje dojam tadasnje mladosti njene 
autorice (rijec je o tek trecoj predstavi tada 27-godisnje De Keersmaeker). I 
danas vrlo zahtjevna za gledatelja, svojom egzekutivnom kompozicijom 
trajanja, varijacije, ponavljanja i spekulacije o afektima, predstava se gradi na 
elaboraciji izvedbene strukture sacinjene od desetak pokreta, par situacija i 
temeljitog promisljanja odnosa izmedu formalne organizacije djela i afektivne 
regulacije predstavljenog sadrzaja. Izvedbeno, rijec je o kontinuiranoj, 
ponekad brutalnoj operaciji ogranicenog broja izvedbenih elemenata u kojem 
su izvrsni rad izvodaca i interpretativni koreografa u stalnom procesu 
modulacije - preklapanja, umatanja, oznacavanja i rasplinjavanja. Ocito je 
rijec o predstavi koja je nastala daleko prije ideologije emancipiranog 
gledatelja i koja s gledateljem komunicira na problemskoj razini za razliku od 
servisne razine predstave Youdream. Dokje De Keersmaeker prije 28 godina 
kroz svoju predstavu pokusavala u grubom riziku saznati sto su moguce 
spoznajne i komunikacijske rezultante suceljavanja visokoformalizirane 
izvedbe i konstrukcije slike femininosti radeci na preformuliranju konkretnog 
poimanja vremena, Superamas servisira gledatelja demonstracijom 
sofisticirane akceleracionisticke nekriticnosti prema znanjima i problemima 
upakiranim u mladenacki i popularno-kulturni fetisizam u kojem su i znanje i 
politicnost samo repromaterijal u procesu produkcije djela. Jedan od mogucih 
razloga zastoje Elena's Aria nelagodna danasnjem gledatelju i zastoje 
suprotna svim suvremenim produkcijama koje servisiraju ili provociraju 
prosjecnog, stvarnog, obicnog ili specijaliziranog gledatelja jest taj sto 
gledano iz danasnje perspektive iskazuje ono sto su Brecht i Benjamin u 
afirmativnom smislu nazivali plumpes Denken, misljenje primijenjeno u praksi, 
a ne ovisno o praksi. Elena's Aria josje nelagodnija utoliko sto svojim 
inzistiranjem na praksi ukazuje na danasnji nedostatak prakse, tocnije na 
posljedice ideologiziranog omalovazavanja izvedbene prakse u suvremenoj 
"konceptualnoj" produkciji. Danas vise nema nelagode u odnosu na teoriju, 
prije svega je nestala u odnosu na kriticko misljenje. Identifikacija 
umjetnickog rada s nematerijalnim oblicima rada doveli su kriticko misljenje i 
umjetnicku praksu u istu sferu u kojoj kritika postaje samo jos jednom 
praksom. Borbe koje su se nekad dogadale u sferi poetika i estetike danas se 
dogadaju u sferi znanja, pa suvremeni performans nerijetko izgleda kao 
praksa primijenjena u teoriji. Ovime ne zelim zazivati i idealizirati primat 
estetskog nad pojmovnim nego upozoriti na cinjenicu da fetisizacija znanja u 
izvedbenim umjetnostima nije proizvodila nova znanja nego obznanjivala i 
denuncirala praksu bilo igrama imenovanja (posljedica dogmatizma u 
interpretaciji Rolanda Barthesa), bilo semanticke klaustrofobije 
(poststrukturalni dogmatizam). 

Predstava Elena's Aria nedvojbeno poklanja svijetu jedno vrlo specificno 
znanje. Ona ne stvara situaciju razmjene znanja, odnosno poducavanja, nego, 
rijecima Martena Spangberga, iskustvo znanja. I tu se, vjerojatno, otvara i 
najsimptomaticnije mjesto edukativne ideje kojaje u srzi kako P.A.R.T.S.-a 
tako i DanceWEBa, iako na razlicitim razinama odgovornosti - discipliniranje 
iskustva znanja. S jedne strane suoceni smo s tvrdnjom da se umjetnost ne 
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da poucavati, da je studij zapravo umjetnicki projekt jednog ili vise autora koji 
su igrali kljucnu ulogu u razvoju suvremenog plesa te da ima status 
materijala, odnosno temelja za stvaranje. Autorski gledano, rijec je o opisu 
koji precizno opisuje ulogu studenta kao ulogu izvodaca u procesu rada na 
izvedbi. Vise ili manje, rijec je o utopljenosti u radu koji prije svega racuna na 
vase iskustvo, a objektifikacija znanja je u polju eventualne interpretacije, u 
cemu zasigurno vaznu ulogu igra teorijski segment programa. S druge strane, 
ustaljeni predlozak stjecanja iskustva vrlo je disciplinaran, segmentiran i 
normiran, prakticki organiziran u akademsku strukturu. Takva akademizacija 
iskustva rezultira vrlo prepoznatljivim izvedbenim, ponekad i svjetonazorskim 
karakterom koji je blizak zamjeni institucionalne objektifikacije znanja 
paternalnom, da ne kazemo patrijarhalnom. I zato ce se P.A.R.T.S., poput 
Kafkinog oca, cesto naci u naglasenoj edipovskoj poziciju u radu ili 
komentarima svojih ucenika - bilo da parodiraju, bilo da ulaze u konfrontaciju 
sa skolom i plesnom praksom opcenito (iza koje lezi zapravo pozitivan odnos 
prema vlastitoj nepogodnosti za koreografiranje), bilo da vlastitu praksu 
koreografiranja pretvaraju u konstruktivisticku potragu za mogucnosti 
"papirnate koreografije" na nacin na koji je to radila i utopijska arhitektura. 
Discipliniranje iskustva u visestrukoj je vezi s obiteljskim odgojem - u njemu 
je tesko objektivirati steceno znanje, a jos vise dvojbi nadolazi kad to znanje 
trebate prenijeti. 

Nedvojbeno je da se edukacijska masta kojaje izbila iz 
neinstitucionalnih sektora razvijala dinamicnije nego sto to pokazuju dani 
primjeri, pa se tako razlicite odgovore na potrebe trzista moze naci i u 
radikalnijim edukacijskim formama, od rezonanci kustoskih politika (DasArts 
Amsterdam), preko samoorganizacije i istrazivanja (a.pass Bruxelles, Studiji 
izvedbe na Sveucilistu u Hamburgu, SODA Berlin) do koreografije kao kritike 
(magisterij iz koreografije na DOCH Stockholm). Neki od tih programa 
uspjesno su svladali prepreke uskladivanja s akademskim regulacijama i nasli 
su se u vrlo bliskoj vezi ili su proizasli iz sveucilista, dakle, usli su u sustav 
javnog financiranja. Problemi kojima se u tim programima tematski uokviruje 
polje znanja, drustva, politike i umjetnicke prakse jednako su aktivirajuci i 
kriticki definirani kao i na umjetnickoj sceni. No, dok se umjetnici brinu za 
znanje, a edukacijske ustanove za umjetnicku produkciju i kreativnost, 
umjetnici se malo pitaju o obrazovnom sustavu kao javnom dobru, a skole 
premalo preispituju uvjete proizvodnje i programiranja na trzistu. Dogadaju 
se izmjestanja u kojima umjetnici preuzimaju funkcije (samo)edukatora u 
vlastitoj produkciji, a edukativne institucije figuriraju produzene ruke 
kustoskih politika. Radeci i sam na edukacijskoj nacionalnoj instituciji u 
novom, magistarskom studiju Dramaturgije, vidim da je taj princip 
univerzalan bilo da je rijec o vise ili manje tradicionalnim odnosno 
diferencirajucim kontekstima: studiji i dalje tendiraju odgajati umjetnike 
kakve trziste treba, bez obzira koliko bili radikalni. 

U svemu tome upravo polje suvremenog plesa ispostavlja se kao 
specificno i trazit ce ozbiljniju refleksiju relacija umjetnicke prakse i znanja: 
razvoj tehnika i tehnologija, metoda i metodologija te ideja i ideologija u 
plesu doveo je do visokih rezultata u proizvodnji idealnog plesaca, robe koja 
moze opsluziti sve produkcijske potrebe. Istovremeno, pitanje proizvodnje 
znanja u samo-organizirajucim praksama u plesu postalo je opcim mjestom, 
a njegov ucinak je deaktivirajuci na samu praksu izvedbe. Pojednostavljeno 
receno, sto vise znanja, to manje plesa. S druge strane, akademska edukacija 
u plesu jos uvijek nije iznijela niti jedan program edukacije koreografa koji bi 
stekao dignitet potvrdujuci se na trzistu, docim sam pojam koreografije varira 
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izmedu socijalno-organizacijske i politicko-ekonomske metafore. Znanje o 
plesu naslo se u hijatusu izmedu kulturnih studija koje su u 8o-ima radikalno 
individuirale i fetisizirale tijelo i 90-ih koje su ga pretvorile u aktivisticku 
alatku za borbu protiv paranoje moci i kontrole. Za interpretaciju i 
reorganizaciju uvezanosti koje cine da se koreografija dogada i razumijeva 
kao dogadanje medu tijelima morat ce ipak zakucati na vrata materijalizma 
od kojeg vec desetljecima bjezi kao vrag od tamjana. 
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Paper 

Knowledge 

Coran Sergej Pristas 

Translated from Croatian by Marina Miladinov 


he era of education is behind us. The great acceleration 
that had befallen cultural institutions, festivals, NCO-s, 
and collective practices all over the world concerning the 
production and exchange of knowledge, including 
education and diseducation, vanished suddenly from the 
horizon - primarily the horizon of curatorial interests - 
just around the time when educational institutions and 
the entire educational system found themselves hit by 
budget reductions. To be sure, the budget itself has turned into an 
interesting artistic subject, but the methodological turn has proven to be 
even more interesting: whereas the cultural sector tends to co-opt 
education, budget reduction has co-opted all its activity, down to the level of 
topics. I myself was rather surprised at the argument of a famous curator, 
member of the committee of an important German foundation, who 
expressed her unwillingness to support a project about dissipation by saying: 
"Waste, today - no, sorry, not." Social capital generated by art is obviously 
subject to the criteria of equivalence. Art is expected to find a common 
denominator with social needs. However, these social needs are not defined 
from the perspective of artistic practice, but from that of the social 
imperative, which unfortunately increasingly expresses the needs of capital 
rather than those of society. There is an obvious need for a modification of 
the modernist slogan - if we cannot change art in order to change the world, 
let's change the world in order to be able to change art. 

On the one hand, it is possible to view the recent increase in interest for 
knowledge as a visionary warning by the artists about the tendencies that 
the explosion of the so-called Bologna Process was carrying inside itself: 
expansion and multiplication of universities and university programmes, with 
gradual privatization. Whether we admit it or not, the Bologna system, even 
if not officially, has stimulated market competition and opened the gate for 
commodifying knowledge and research through its normativity and 
nomenclature of knowledge, as well as the ensuing increase in mobility and 
competition. Almost instantaneously capital could smell fresh blood and art 
expressed its demand for the right to know and the use of knowledge as a 
public good, in all possible ways. However, as always, art has forgotten its 
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obligatory objectness and its immersion into the market, so that the demand 
for the emancipation of producers and users of knowledge, as well as the 
emancipation of art as a specific way of knowledge production, soon turned 
into a technical rather than poetical issue. 

Interest in the production and transfer of knowledge was not a novelty 
in the 20 th century; rather, it was a new aspiration to comprehend everything 
by focusing on knowledge, as well as a need for verifying artistic practice as a 
generator of social mobility and transformativity. 

The transfer of the artist's knowledge in the performing arts, after great 
methods and techniques such as those of Stanislavski, Crotowski, 
Cunningham, etc., was a regular and evolving phenomenon back in the 1980s, 
with the entry of workshops into the accompanying programmes of festivals, 
or workshop festivals such as those at the Amsterdam Summer University. 
The market drastically increased with the fall of the Iron Curtain and the 
export of knowledge to the East created the need for special forms of 
networking and financing of that market, whereby a crucial role was played 
by the IETM network, Felix Meritis, and Soros's foundation. The workshop 
type of education reached its pinnacle with the P.A.R.T.S. dance school of 
Anne Teresa De Keersmaeker and the workshop/festival spectacle of 
DanceWEB / ImPulsTanz. Even though P.A.R.T.S. aspired to become an 
academically accredited programme, its diploma has never been verified by 
the Belgian government. P.A.R.T.S. presents itself as a dance school, but even 
more as an art project: its aim is not to teach art, but to encourage the 
development of artists. 

DanceWEB emerged from the ImPulsTanz festival as one of the most 
prestigious workshop projects, with a highly structured model of organizing 
workshops and coaching 50 artists in residence, as well as many independent 
participants. The aim of DanceWEB is to become a filter of excellence for its 
users, but it also undoubtedly aspires to define values on the dance market 
through its selection of educators, rather than in the field of festivals through 
its selection of performances. 

Even though apparently different and even rival in a sense, these two 
projects are mutually extraordinarily complementary. Thereby it is important 
to take into account not only their basic programmatic principles and 
programme structure, but also the orientation of their projects towards the 
context and student personalities. Knowledge transfer is curated by the 
artists - P.A.R.T.S. is defined by the vision of Anne Teresa De Keersmaeker, 
while DanceWEB issues an annual call for "an artistic coach selected amongst 
dance personalities who have played a decisive part on an international level 
in the development of contemporary dance in recent years" (from 
DanceWEB's website). However, the institutions and programmes themselves 
take much care about their students' lifestyle, beginning with their nutrition 
and ending with their free time, which results in a high level of identitary 
connectedness between the participants - regarding their styles of dressing, 
enthusiasm for the profession, or maintaining companionship and 
communities created during the project. 

Political emancipation of knowledge and learning through artistic 
practice, which has also affected dance in the past decade, did not influence 
these institutions in terms of structure. Practices that we have been engaged 
in or following during the past ten years, from PAF to East Dance Academy, 
from MODE 05 to Documenta XII, from Highways of Knowledge to Deschooling 
Classroom, are today a part of their programme in the form of exchangeable 
research techniques or laboratories. 
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Differences with respect to knowledge, as well as its political 
implications, can be shown on two examples from this year's ImPulsTanz 
festival - the re-enactment of Elena's Aria, which was choreographed by 
Anne Teresa De Keersmaeker in 1984, and the performance Youdream by the 
Superamas group. While watching "Elena's Aria," you cannot avoid sensing a 
sort of antiquity that is primarily linked to the obviously masterful mise-en- 
scene, and which acquired a bad reputation in the performing arts during the 
1990s. There is nothing in that performance to reveal how young its author 
was at that time (she was 27 and this was only her third performance). Today 
it is still very demanding for the spectator because of its executive 
composition of duration, variation, repetition, and affective speculation, built 
on elaborating the performing structure that consists of roughly ten 
movements, several situations, and a fundamental reflection on the 
relationship between the formal organization of work and the affective 
regulation of the presented content. In terms of performance, it is a 
continuous, sometimes brutal operation of a limited number of performative 
elements, in which the performer's execution and the choreographer's 
interpretation are caught in a permanent process of modulation - 
overlapping, involving, signifying, and dispersing. It is obviously a 
performance that was made far earlier than the ideology of the emancipated 
spectator, and communicates with the spectator on the level of problems, 
quite unlike the serving level of Youdream. Whereas De Keersmaeker 
underwent serious risks 28 years ago while seeking to find out in her work 
what were the possible epistemological and communicational resultants of 
juxtaposing a highly formalized performance and construction of the image 
of femininity while working on the reformulation of the actual notion of 
time, Superamas serves the spectator with a demonstration of a 
sophisticated accelerationist lack of criticism towards knowledge and 
problems packed in a youthful and popular/cultural fetishism, in which both 
knowledge and political engagement are only repro-material in the process 
of artistic production. One of the reasons why Elena's Aria causes discomfort 
in the present-day spectator, unlike all modern productions that serve or 
provoke the average, real, ordinary, or specialized spectator, may be that, 
seen from today's perspective, it expresses what Brecht and Benjamin were 
affirmatively calling plumpes Denken, though applied in practice rather than 
depending on it. Elena's Aria is even more disturbing because of its insistence 
on practice, which indicates the present-day lack of practice, more precisely 
the consequences of an ideologized deprecation of the performing practice 
in contemporary "conceptual" production. Today there is hardly any 
embarrassment with regard to theory, and it has disappeared primarily in the 
case of critical thinking. Identifying artwork with immaterial forms of work 
has brought critical thinking and artistic practice into the same sphere, in 
which criticism has become just another practice. The struggle that used to 
take place in the sphere of poetics and aesthetics now happens in the sphere 
of knowledge, so that contemporary performance often seems to be practice 
applied in theory. I do not mean to invoke and idealize the primacy of 
aesthetics over ideas, but rather to draw attention to the fact that 
fetishization of knowledge in the performing arts has not produced new 
knowledge; instead, it has both announced and denounced practice, be it 
through the game of naming (which Roland Barthes has interpreted as a 
consequence of dogmatism), or through semantic claustrophobia 
(poststructural dogmatism). 
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The performance Elena's Aria undoubtedly offers a very specific 
knowledge to the world. It does not create a situation for the exchange of 
knowledge - that is, for teaching - but rather for the experience of 
knowledge, to use the words of Marten Spangberg. That is probably the point 
at which even the most symptomatic site of the educational idea opens up, 
the idea that is the core of P.A.R.T.S. and DanceWEB alike, even though on 
two different levels of responsibility - disciplining the experience of 
knowledge. On the one hand, we are facing the claim that art cannot be 
taught, that its study is actually an art project by one or more authors who 
have played a crucial role in the development of contemporary dance, and 
that it has the status of material, a basis for creation. In terms of authorship, 
it rather accurately describes the student's role as that of a performer in the 
process of working on the performance. More or less, it is about being 
immersed in a work that counts above all on your experience, while the 
objectification of knowledge takes places in the field of possible 
interpretation, whereby an important role is certainly played by the 
theoretical segment of the programme. On the other hand, the conventional 
model of gaining experience is very disciplined, segmented, and normative, 
practically organized into an academic structure. Such academization of 
language results in a very recognizable character of performance, sometimes 
even of worldview, which is close to substituting the institutional 
objectification of knowledge through a paternal or even patriarchal one. And 
that is why P.A.R.T.S., like Kafka's father, often finds itself in an outspokenly 
oedipal position during work or in students' comments, regardless of 
whether they are making a parody out of it or entering into a conflict with 
the school and dance practice in general (which conceals, in fact, one's 
positive attitude towards one's own unsuitability for choreographing), or 
they are transforming their own choreographic practice into a constructivist 
quest for the potentiality of the "paper choreography" in the way in which 
utopian architecture was doing. Disciplining one's experience is in more than 
one way related to the family upbringing - since there it is likewise difficult 
to objectify the acquired knowledge, and additional doubts arise when it 
comes to transmitting that knowledge. 

Undoubtedly, the educational imagination which emerged from non- 
institutional sectors has evolved in an even more dynamic way than can be 
concluded from the given examples, so that various answers to the needs of 
the market can also be found in the more radical educational forms, from the 
resonances of curatorial policies (DasArts Amsterdam) through self¬ 
organization and research (a.pass in Brussels, Performance Studies at the 
University of Hamburg, SODA Berlin) to choreography as criticism (Master's 
degree in choreography at DOCH Stockholm). Some of these programmes 
have successfully overcome the obstacles of adapting to academic 
regulations and found themselves in very close contact with the universities, 
or emerging from them, which means that they entered the system of public 
financing. The problems which in these programmes thematically frame the 
field of knowledge, society, politics, and artistic practice, are equally 
activating and critically defined as they are on the art scene. But while the 
artists care about knowledge, and educational institutions care for artistic 
production and creativity, the artists will raise few questions about the 
educational system as a public good, while schools will too rarely question 
the conditions of production and programming on the market. This brings 
about various displacements in which the artists take over the functions of 
(self-)educators in their own production, while educational institutions act as 
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the prolonged arms of curatorial policies. Since I myself am working at a 
national educational institution, within the new Master's programme of 
Dramaturgy, I can see that this principle is universal, regardless of whether 
the context is traditional or rather differentiated: these programmes still 
tend to educate the artists such as the market will need them, no matter 
how radical they are. 

In all that, it is precisely the field of contemporary dance that reveals 
itself as rather specific, a field that demands a more serious reflection on the 
relations between artistic practice and knowledge: the development of 
techniques and technologies, methods and methodologies, and ideas and 
ideologies in dance has led to high results in the production of an ideal 
dancer, a commodity that can serve all needs of production. At the same 
time, the question of knowledge production in self-organized dance 
practices has become commonplace, while its effect is deactivating as to the 
very practice of performance; to keep it simple, more knowledge means less 
dance. On the other hand, academic education in dance has still not resulted 
in any programme for educating choreographers that would gain dignity by 
asserting itself on the market, while the very notion of choreography 
oscillates between a social/organizational and a political/economic 
metaphor. Knowledge about dance has ended in a hiatus between cultural 
studies, which in the 80s radically individualized and fetishized the body, and 
the 90s, which turned it into an activist tool for fighting the paranoia of 
power and control. As for the interpretation and reorganization of 
interconnections that make it possible for choreography to happen and to be 
understood as a happening between the bodies, it will nevertheless have to 
knock on the door of materialism, from which it has been running away for a 
decade now like the devil from incense. 
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rzava protiv javnog dobra? Zvucalo bi kao 
oksimoron, nesto poput "drzava protiv same sebe", 
da nemamo realno iskustvo drzava ijavnih dobara 
u modernim zapadnim drustvima, pocev od sredine 
i8. pa do pocetka 21. veka, kada se ti pojmovi 
uzdrmavaju iz temelja. Prema slici brojnih 
komplementarnih dogadaja tog kraha koju svetski 
mediji kreiraju i prenose, oni su navodno rezultat 
toga sto savremene zapadne vlade merama stednje panicno pokusavaju da 
sacuvaju svoje drzave, ukljucujuci i gradane, usred ekonomske krize i propasti 
fiskalne politike, no gradani vise ne veruju u te drzave i ne zele ili vise nisu u 
stanju da podnesu teret njihovih mera i pocinju da se bune protiv drzava. 
Medutim, iz kriticke materijalisticke perspektive, moze se uociti da je politika 
rezanja samo poslednja instanca kapitulacije neoliberalne drzave pred 
korporativnim kapitalom, s kojim je prethodno sklopila cvrst savez, i onda i 
sada na stetu gradana. Poslednjih decenija, od kraja modela welfare state na 
Zapadu i socijalistickih drustava na Istoku, ekonomsko-politicki sistem 
zapadnog drustva zasnivao se na radikalnoj promeni pozicije i funkcije 
drzave, kako u kategorijama javnog i privatnog, tako i u kategorijama 
politickog i ekonomskog. S jedne strane, ne radi se vise ni o liberalnoj zamisli 
neautoritarne drzave kao agenta gradana koji posreduje njihove individualne 
interese, niti o komunistickoj zamisli drzave kao surogata za kolektivisticki 
viden narod. U neoliberalnim drustvima drzava je postala direktan agent 
privatnog (kapitala), a ne ono sto ostavlja privatno da se slobodno razvija niti 
ono sto ga tlaci; ono sto je potlaceno tom alijansom jeste samo javno, 
ostavljeno da slobodno propadne. Tako se gradani sirom zapadnog sveta, od 
Grcke i Spanije do SAD-a, koji danas ustaju protiv te drzave i njenih institucija 
i mera, pojavljuju kao poslednja linija odbrane javnog kao opsteg interesa koje 
se vise ne moze braniti vokabularom liberalizma, niti se moze sasvim 
poistovetiti sa drzavno definisanim javnim sektorom. Dobar primer za to su 
javne institucije umetnosti i kulture u Holandiji, koje su se jedno vreme 
dovijale kako da individualno, svaka za sebe, prezive budzetska rezanja a 
zatim zajedno zavapile za javnom podrskom, pozivajuci se na vrednost 
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umetnosti i kulture kao javnog dobra. Medutim, uznemirujuci zakljucak 
njihovih ovogodisnjih apela i protesta i mlake, cesto nezainteresovane, a 
ponekad i otvoreno negativne reakcije javnosti jeste da je vapaj stigao 
prekasno, cak, da su kasno shvatile da bivajuci instrumenti te drzave nikada i 
nisu bile javno dobro, vec pre svega ideoloska podrska privatnom - 
korporativnom globalizujucem kapitalu. Shvatile su tek kada su same, 
pojedinacno postale ugrozene sistemom koji ih je odrzavao. Ko ce ih sad 
braniti? I ko ce nas, radnike u umetnosti i kulturi sada braniti? 

Ne kazem da znam odgovor(e), vec pre svega zelim samokriticki da 
reflektujem samo pitanje: Koji je proces doveo do krajnje ugrozenosti kako 
drzavne / institucionalne tako i nezavisne / eksperimentalne kulturno- 
umetnicke prakse u savremenom zapadnom drustvu, do tacke kad shvatamo 
da iza nas ne stoji vise nijedan "gradevinar iz Bratska", vec da mi moramo 
stati iza njih stavljajuci se u sluzbu zajednickog promisljanja javnog dobra? U 
razmatranju tog pitanja, izlozicu neke elemente politicke ekonomije 
izvodackih umetnosti na tzv. internacionalnoj 01 i lokalnoj, beogradskoj sceni, 
koji ukazuju zasto se uslovi i nacini rada, proizvodnje i prakse umetnosti 
moraju shvatiti njenim urgentnim politickim pitanjima i zasto se njihova 
politicnost mora kontekstualno locirati. 


Politicnost nacina rada u umetnosti u kontekstu opste politizacije 
proizvodnje i ekonomizacije politike u neoliberalno kapitalistic- 
kom drustvu 


U izvodackim umetnostima danas mozemo identifikovati razlicita sredstva i 
aspekte politicnosti na koje se fokusiraju umetnici i/ili interpretacije i analize 
umetnosti. 

Prema jednom videnju, prisutnom kroz ceo 20. vek, politicnost pre 
svega podrazumeva uvodenje drustveno-politickih tema u umetnicko delo, 
koje se time postavlja kao relativno autonomni i izuzet(n)i govor o aktuelnom 
drustvenom kontekstu. Ovakav pristup je ugraden u medusobno razlicite 
razrade teorije odraza i teorije reprezentacije - od realizma preko 
modernisticke do angazovane umetnosti, a karakteristican je za politicki, 
levicarski teatar ig2oih i 3oih godina, kao i za socrealizam. Kako je performans 
tu shvacen pre svega kao drustveni govor, sam medij ili forma nije smatrana 
presudnim faktorom u njegovom politickom pozicioniranju i delovanju. Medij 
je smatran samo izrazajnim sredstvom, koje je neutralno i samo po sebi ne 
nosi politicku poruku, tj. moze biti upotrebljeno za iskazivanje razlicitih 
poruka. Veliki prevrat u shvatanju politicnosti umetnosti donela je teorijska 
eksplozija ig6oih i 7oih godina, koja je oznacila prelaz sa strukturalizma na 
poststrukturalizam i razvoj savremene teorije teksta i neomarksisticke misli. 

U tom teorijskom okviru, izvedeno je radikalno preusmerenje na oznaciteljsku 
razinu drustvenih praksi, te priznavanje materijalnog, interventnog statusa 
oznacitelja u idealisticki misljeno polje oznacitelja. Za umetnost, to je znacilo 
prefokusiranje na medij, tekstualnost, oznaciteljsku materijalnost dela, koje 
nastaje tek u odnosu s okruzujucim tekstovima politike, ideologije, kulture i 
si. Time je afirmisan i novi aspekt politicnosti umetnosti, koja se vise ne mora 
baviti odredenim temama da bi bila politicna, nego se mora na odredene 
nacine baviti bilo kojom temom. U centar interesovanja ulazi pitanje kako se 
govori umesto sto se govori. Jednu retrospektivu tog principa nalazimo u 
Hans-Thies Lehmannovim analizama politicnosti tzv. postdramskog teatra, 
koja se ostvaruje afektivnoscu i novim politikama opazanja. 02 


on Nigde ne vidim nesto sto se 
moze s pravom nazvati 
savremenom internacionalnom 
scenom, te stoga ovaj termin 
koristim tel quel, s napomenom 
da se radi o zapadnoevropskoj 
sceni koja selekcijom i prevode- 
njem u manjoj meri ukljucuje i 
predstavnike bivsih istocnoev- 
ropskih, a u jos manjoj 
vanevropskih scena. 

02 Lehmann, Hans-Thies, Post- 
dramsko kazaliste, CDU, Zagreb 
- TkH, Beograd, 2004. (narocito 
"Epilog") 
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U poslednje vreme, pomalja se i novo shvatanje politicnosti umetnosti 
pod uticajem teorija nematerijalnog rada, biopoliticke misli i kulturnih 
inicijativa vezanih za digitalne tehnologije, pre svega internet. U ovim 
okvirima problematika rada postaje osnovno politicko pitanje savremenog 
zapadnog drustva. S obzirom da se radi o drustvu postindustrijske 
proizvodnje organizovane postfordistickim principima, umetnost, kultura i 
kreativna industrija postaju centralna teorijska interesovanja, bivajuci 
prepoznata kao mesta avangarde tog drustva. Takode, u okviru digitalne i 
internet kulture pojavljuju se brojne novolevicarske prakse, od free softwarea 
i open sourcea, preko hakerskog aktivizma, piraterije, ekonomije poklona, do 
copylefta i creative commons licenciranja, koje interpeliraju i umetnike da 
politicku paznju (pre)usmere na protokole i procedure sopstvenog rada. Tako 
se i u izvodackim umetnostima poslednje decenije otvaraju pitanja 
tehnologija autorstva, principa deljenja i razmene, produkcije, distribucije i 
pristupa znanju, oblika saradnje, modela organizacije i donosenja odluka, 
licenciranja dela i si. - i to kao politicka, a ne vise samo ili "cisto" produkcijska. 

Teorijsko objasnjenje ovog aspekta politicnosti umetnosti zasniva se na 
kritickoj analizi sirih drustvenih procesa ekonomizacije politike i politizacije 
proizvodnje. Mnoge savremene teoretizacije politike u zapadnom drustvu 
uocavaju temeljne promene pa i nestanak klasicnog demokratskog pojma 
politike, usled etabliranja neoliberalnih kapitalistickih proizvodnih i 
drustvenih odnosa koji promovisu licna prava i individualizam, legitimisuci 
javnu relevantnost licnih interesa i privatne svojine. 

U tom kljucu, postoperaisticki teoreticari Maurizio Lazzarato, Antonio 
Negri, Paolo Virno i dr. nude znacajne aktuelne uvide, iako je njihov pojam 
nematerijalnog rada izazvao brojne zabune i nepredvidene identifikacije 
(upravo u svetu umetnosti). S obzirom da je ova teorijska platforma znacajno 
odredena pojmovima nematerijalnog rada i biopolitike, oni polaze od 
cinjenice da su granice politike i ekonomije, praksisa i pojezisa, kao i javnog 
delovanja i privatnog zivota u danasnjem kapitalistickom drustvu 
zamagljene. Tu zamagljenost oni postavljaju kao polazno stanje stvari, i time 
vec daju odgovor na pitanje: kako i gde danas praktikujemo politiku, nakon 
sto je ona nestala tj. prestala biti specificna aktivnost? Po njima, zapadna 
postindustrijska i postfordisticka proizvodnja vec integrise elemente politicke 
prakse, pa ovde govorimo o politizaciji proizvodnje umesto o ekonomizaciji 
politike. Ali, iz tog ugla mozemo uvideti da nestanak politike zapravo znaci da 
se ona premesta i pocinje da prozima razlicite drustvene aktivnosti, od 
ekonomije preko kulture i umetnosti do svakodnevnih oblika zivota. 03 Dok 
Virno ukazuje da danasnju proizvodnju treba shvatiti kao "siroko iskustvo 
sveta", sto povlaci i opovrgavanje ranijih opozicija izmedu politike, ekonomije 
i privatnog zivota, 04 Lazzarato je u seminalnom tekstu "Nematerijalni rad" 
izneo tezu da srz savremene kapitalisticke proizvodnje nije proizvodnja robe 
vec kulturno-informacijskog sadrzaja te robe: standarda, normi, ukusa i, 
strateski najbitnijeg, javnog misljenja, putem saradnje i komunikacije kao 
osnovnih radnih aktivnosti. Tako centralna pitanja proizvodnje postaju 
politicka pitanja par excellence: pitanja uredenja socijalne situacije, ciji je 
primarni sadrzaj proizvodnja subjektivnosti. Ovim umetnost dobija novo 
drustveno-politicko mesto kao izvor resenja i inspiracija za proizvodnju, a 
performans u tome ima posebnu ulogu. 05 Naime, u ovako organizovanoj 
proizvodnji, menadzment se zasniva na sloganu "postani subjekt 
(komunikacije)", i postaje totalitaran tezeci da uvuce citavu radnikovu/cinu 
individualnost i subjektivnost u proizvodnju vrednosti. Stoga radnik/ca u bilo 
kojoj oblasti zapadnog kapitalistickog sveta vise nije obavezan/na samo da 


03 V. Hardt, Michael i Antonio 
Negri, Imperij, Multimedijalni 
institut i Arkzin, Zagreb, 2003; 
Lazzarato, Maurizio, "Immaterial 
Labour" (1996), http://www. 
generation-online.org/c/ 
fcimmateriallab0ur3.htm (n. 7. 
2on); Virno, Paolo, Gramatika 
mnostva; Prilog analizi 
suvremenih formi zivota, Jesenski 
i Turk, Zagreb, 2004. 

04 Virno, Gramatika mnostva, str. 12 

05 Vid. "Iscrpljivanje nematerijalnog 
rada u performansu", TkH br. 17 i 
Journal des Laboratoires, 2010. 
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uradi posao, vec pre svega mora biti vest/a performer/ka: elokventan/na, 
otvoren/a i komunikativan/na. "On/a se mora izrazavati, mora govoriti, 
komunicirati, saradivati". 06 

U studijama performansa, naslicnom traguje i Jon McKenzie. Cela 
njegova teoretizacija performansa izneta u knjizi Izvedi ili snosi posljedice, 07 
zasniva se na prosirivanju pojma ili istovremenom postojanju pojma 
performansa u oblastima kulture i umetnosti, visokih tehnologija i biznisa, 
cime on postaje opsti drustveni imperativ. Iz tog razloga, McKenzie 
performans proglasava onto-istorijskom kategorijom koja obelezava 
danasnje kapitalisticko drustvo u celini, cime ujedno podvrgava sumnji njegov 
liminalni i transformativni drustveni potencijal, pa time i politicku 
udnkovitost. 

Medutim, teze razvijene u postoperaistickoj teoriji su se tokom prosle 
decenije uglavnom uzimale kao obecavajuce za politicnost u savremenom 
svetu umetnosti, jer izgleda (kao) da ukazuju na jednostavnu jednacinu: 
umetnost je politicna utoliko sto pripada domenu nematerijalne proizvodnje 
koja ukljucuje politiku. Ovo bi bila i osnovna - upravo politicka - greska u 
novom shvatanju politicnosti umetnosti, kojaje i jedan od direktnih krivaca 
sto umetnost na internacionalnoj sceni zapravo nije opste javno dobro. Pre 
svega, rekla bih da postoperaisticke teze prvo vode zakljucku da, dok je 
performans bio model javne, politicke prakse u nekim ranijim demokratskim 
drustvima - kao sto je Atina u 5. i 4. veku p.n.e. ili rano gradansko drustvo u 
Evropi sredinom 18. veka - danas o njemu mozemo prvenstveno govoriti kao 
modelu proizvodnje. Ovaj zakljucak medutim ne zatvara pitanje njegove 
politicnosti, vec znaci da je ta politicnost posredna i dubiozna i da mora biti 
zasnovana kao politicka ekonomija. Razvijajuci ovu misao dalje, rekla bih da 
su postoperaisticke teze ustvari duboko uznemirujuce, jer ukazuju da je samo 
uredenje drustvenog u neoliberalno kapitalistickom kontekstu u velikoj meri 
kapitalizovano, te vise simulira politiku nego sto otvara javni prostor za 
politicku diskusiju. Izvodacke umetnosti i njihova ambivalencija, kolebanje 
izmedu komplicitnosti sa kapitalistickom proizvodnjom i politicke prakse 
samo su "kolateralna steta" ovog makroprocesa. Tu mislim na limite s kojima 
se suocava svaki/a kriticki autor/ka cije delo nastaje u kapitalistickom 
proizvodnom sistemu izvodackih umetnosti i ne uznemiruje ga, kao i na sve 
popularnije performans treninge i radionice koji nalaze mesto i u obuci 
politicara i u obuci menadzera, opskrbljujuci ih istim izvedbenim metodama i 
tehnikama. Vraticu se na siru perspektivu da poentiram problem sa ovakvom 
politicnoscu izvodackih umetnosti. Ako je jasno da politicki nastupi aktera 
danasnje reprezentativno demokratske scene nemaju veze sa parezijom, 
slobodnim govorom gradana ili u ime gradana koji traga za opstim dobrom, 
vec pre svega zastupaju interese korporativnog kapitala, tesko je red da li 
takve prakse ima smisla nazivati politikom ili se radi o ekonomskom 
marketingu. Problem mi se cini komplikovanim, jer marketing uspesno 
simulira politicku praksu i lako preuzima njene metode izvodenja, ali - da 
stvar bude zamrsenija - on u danasanjem drustvu postaje javno relevantan i 
time zaista zadobija politicku ulogu, zatvarajuci javni prostor za politicke 
prakse koje nisu deo proizvodnje nego predstavljaju ili direktno ukljucuju 
Slobodan govor gradana o tome kakvo drustvo zele. U tom smislu, politicnost 
izvodackih umetnosti koje strukturno pripadaju tom proizvodnom sistemu, 
kao deo tzv. tercijalnog sektora je ne samo posredna i oslabljena, nego i 
komplicitna sve dok se ne prede s apelativnosti tematizacijom politike na 
bavljenje sopstvenim uslovima rada, koji ih prate kao njihovo "politicko 
nesvesno". Pri tome postaje odlucujuce kako se bavimo tim uslovima rada, jer 


06 Lazzarato, "Immaterial Labour", 
http://www.generation-online. 
org/c/fcimmateriallabour3.htm, 
bp. 

07 McKenzie, Jon, Izvedi ili snosi 
posljedice - od discipline do 
izvedbe, CDU, Zagreb, 2006. 
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marginalno drustveno mesto i prekarni uslovi rada ne oslobadaju performans 
ove odgovornosti, niti identifikacija sa njima govori o kritickoj i antagonis- 
tickoj politici; naprotiv, u siroj drustvenoj perspektivi, oni su pre svega trening 
poligon za politike fleksibilnog neoliberalizma i njegovog "menadzmenta 
krize". To vrcenje u krug pokazuje i poznata dilema: kako protestno izaci iz 
tog kapitalistickog sistema umetnosti, a ostati akter scene? Bez namere da 
prebrzo donosim zakljucke, primeticu da je ta dilema klasican entimem cija se 
implicitna premisa - daje kapitalizam jedini postojeci, pa i moguci sistem 
rada na internacionalnom horizontu - uspesno uvlaci i u vrlo kriticke 
razgovore koje mozemo cuti na toj sceni. 


Da nam zivi zivi rad! - To je u redu, nego kuda odlazi visak 
vrednosti? 


Rekla bih daje relativno malo autora i umetnickih radova koji (samo)kriticki 
pristupaju problematici rada, narocito kao politickom pitanju. Razlog za to 
moze biti sto umetnost zaista nije razvila svoj diskurs politicke ekonomije, a 
delatnosti u kojima se pitanja rada i proizvodnje pokrecu - kao sto su 
menadzment, produkcija, organizacija i koordinacija, programiranje i kuriranje 
i si. - ako se ne obavljaju stihijski i intuitivno, i dalje su uglavnom tehnokrat- 
ske, u althusserovskom smislu, naime nemaju svoju "teoriju teorije". 

Tako se i desio previd - veoma retko primecen i objasnjen - daje 
politicki problem s novim, progresivnim i avangardnim organizaciono- 
produkcijskim trendovima na internacionalnoj sceni to sto je savremeni svet 
umetnosti, narocito onaj njegov segment koji se identifikuje kao 
eksperimentalna scena, prigrlio drustveno-politicki diskurs nematerijalnog 
rada, koji bi trebalo daje drustvena simptomatologija, kao dokaz sopstvene 
drustvene relevantnosti. Drugim recima, shvatioju je kao pozitivnu vrednost 
a ne kriticki simptom, i zatim se preterano identifikovao sa njom.° 8 Tim 
putem, ovaj trend je doveo do paradoksalnog slavljenja formi nematerijalnog 
rada koji umetnike cine s jedne strane sve prekarnijim, a s druge politicki 
oportunim. Jer, praktikujuci svoje nove radne protokole i procedure, oni na 
neocekivan nacin jesu i progresivni i drustvena avangarda, ali ne tako sto 
postaju saucesnici nekog novog opsteg javnog dobra, nego globalizujuce 
neoliberalne ideologije i ekonomije. Ovo nam sugerisu dominantni diskurs 
individualizma, kao i zapadnoevrocentricnost internacionalne scene. Takode, 
time se moze objasniti i popularan stav u savremenim izvodackim 
umetnostima da kritiku, shvacenu kao nesto reaktivno i staromodno, treba 
zameniti afirmacijom, tj. ponudom neceg novog, kreativnog i inovativnog, u 
cijem svetlu i termin "eksperimentalna" scena dobija svoj neocigledan 
drustveni raison d'etre. 


Nevolje s radom - pogled sa internacionalne, tacnije 
zapadnoevropske scene: 

Primera za ove probleme ima mnogo. Pomenucu recimo koreografsku grupu 
/ platformu Everybodys koja pokazuje svu ambivalenciju novih nacina rada, tj. 
kolebanja umetnosti izmedu politicke prakse i nezadiranja u aktuelni 
proizvodni sistem ili cak njegove afirmacije. Ova otvorena internet platforma 
koja se bavi primenom open source principa u plesu, nastaje u saradnji vise 
autora, velikodusnih volontera i besplatno deli kolektivno znanje proizvedeno 


08 To je upravo posledica toga sto 
ove oblasti nisu razvile 
sopstvene kriticko-teorijske 
diskurse organizacije, 
upravljanja i produkcije, pa time 
i nisu u stanju da promisljeno 
barataju novim teorijskim 
diskursima o njima u drugim 
oblastima (drustvenim 
naukama, ekonomiji, politici i 
politickoj teoriji). Vid. tekstove 
Floriana Schneidera, Dusana 
Grlje i Marka Kostanica u 
"Iscrpljivanje nematerijalnog 
rada u performansu". 
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mimo radnog vremena potrosenog na produkciju plesnih predstava. Time 
Everybodys daje znacajan doprinos savremenoj koreografiji, demistifikujuci 
metode rada i otvarajuci pitanja produkcije i razmene znanja te istovremeno 
reafirmise i hrani postindustijsku ekonomiju sopstvenim nacinom rada, 
zasnovanim direktno po principima nematerijalne proizvodnje kako je 
opisana u postoperaistickoj teoriji. 09 S tim u vezi, u istorijskoj perspektivi, 
podseticu na Virnoovu tezu (i opomenu) iz Cramatike mnostva da su mnogi 
oblici ponasanja, rada i saradnje sa "neposlusne" neoavangardne kulturno- 
umetnicke scene 6oih neobicno lako nasli svoje mesto u postfordistickoj 
korporaciji lggoih i 2000ih. 

Cak i ako se nacini rada tematizuju i reflektuju u samom delu (kao u 
predstavi Product of other circumstances Xaviera Le Roya) politicnost ovog 
gesta ogranicena je nezadiranjem u bazu sistema umetnosti u kojem to delo 
nastaje, pa cu se zadrzati na ovom slucaju. Predstava u formi performans- 
predavanja izlaze publici proces Le Royevog istrazivanja butoh plesa tokom 
dva meseca, koji se sazima u dvosatnu predstavu nastalu po narudzbi Borisa 
Charmatza, koji se pozvao na Le Royevu navodnu raniju tvrdnju da mu je 
potrebno samo dva sata da postane butoh plesac. U predstavi, autor detaljno 
ogoljava svoj proces i sredstva za rad, ukljucujuci googleovanje, maglovito 
secanje na nekoliko odgledanih predstava, Wikipediju, YouTube klipove, par 
knjiga o butohu, i demonstrativno imitiranje nekoliko scena iz butoh 
predstava, a takode obznanjuje i svoj produkcijski okvir koji obuhvata: period 
od dva meseca za istrazivanje = produkciju, rad u slobodno vreme izmedu 
drugih projekata, honorar od iooo evra i javno predstavljanje istrazivanja = 
predstavu. lako ne nastaje u domenu digitalne umetnosti kojaje paradigma 
umetnosti postprodukcije, Product of other circumstances se zasniva na istom 
radnom procesu. 10 Da podsetim, Bourriaudova osnovna teza je da umetnost 
danas postaje tercijalni sektor, servisna industrija, s obzirom daje njena 
funkcija da se bavi predmetima koji su proizvedeni negde drugde, odnosno 
reciklira kulturu, a ne da proizvodi nove (umetnicke) predmete. Dominantne 
figure savremene kulture za Bourriauda su programer i DJ. Izvodeci tako siri 
pojam kulturnog recikliranja, on navodi nacine na koje se tehnicki postupci 
koje recimo Djevi primenjuju na muziku (play liste, crossfading, loopovanje, 
semplovanje, MCjing i si.) integrisu u savremenu umetnost. Ali, ove integracije 
ne pripadaju samo umetnickim praksama postprodukcije, sto je bilo prisutno 
od ranije, vec i novim oblicima i postupcima same produkcije umetnosti. Za 
razmatranje umetnickog delovanja danas, kao i specificno za politicki status 
proizvodnje Bourriaudova knjiga je bitna pre svega iz kriticke perspektive, jer 
afirmacija umetnosti kao postprodukcije siri optimizam na celu kreativnu 
klasu, pa i same potrosace i korisnike da se sasvim lako moze postati autor. 
Brojni dostupni softwarei i internet, sa webom 2.0 i social networkingom kao 
da nam govore: pa mi svi vec ijesmo autori, stvaraoci, jer nema vise 
(tehnoloske) razlike izmedu komponovanja muzike ( creation ) i pravljenja i 
deljenja play liste ( reorganization ). Problem je, medutim, sto ona nikada nije 
bila samo tehnoloska. lako vecina publike moze ponoviti Le Royev proces 
rada, i ponavlja ga svakodnevno, samo Le Royje medu njima autor. Svako 
drugi ko bi se butohom bavio na isti nacin, smatrao bi se, isto kao i ranije, 
amaterom ili, savremenije, kreativnim covekom. Nasuprot logici novih, 
jeftinijih i dostupnijih sredstava za umetnicki rad, ekonomska politika sveta 
umetnosti ni najmanje nije zarazena demokratizujucom postprodukcijskom 
paradigmom. Tako mozemo reci da su tehnologija i uslovi rada u umetnosti 
21. veka radikalno promenjeni i Product of other circumstances to javno 
obznanjuje, pri cemu se Le Royev politicki gest sastoji u izjavi: Cranica izmedu 


09 Odnosi se na vec mnogo puta 
opisane procese saradnje (tj. 
kolaboracije) i networkinga, 
produkcije znanja i istrazivanja 
na mestu proizvodnje radova, 
brisanja granica slobodnog i 
radnog vremena itd. itd. 

10 Bourriaud, Nicolas, 

Postproduction: Culture as 
Screenplay, Lukas & Sternberg, 
New York, 2005. 
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nasje minimalizirana; ja nisam butoh virtuoz, moj rad nije obavijen misteri- 
jom, veoma je slican vasim i mojim svakodnevnim kreativnim praksama u 
kojima koristimo ista sredstva i nacine rada. Medutim, drustveni statusi tog 
rada ovim nisu poljuljani, sto predstavu ostavlja u granicama reafirmacije 
imena autora i njime brandiranog dela, gde politicki statement predstave 
prati i njeno politicko nesvesno: Ipak, samo ja sam autor, Xavier Le Roy. 

Oba ova primera, izmedu brojnih drugih, treba da nas podstaknu da 
kristalno jasno shvatimo da politicnost umetnosti danas ne ide bez prljanja 
ruku njenom ekonomskom bazom, kao sto ni proizvodna pitanja umetnosti ni 
slucajno nisu politicki neutralna. Praveci veliku elipsu, rekla bih da 
ambivalencije ovih primera nagovestavaju i zasto aktuelna kriza mora biti 
trenutak u kojem ce se umetnost na internacionalnoj sceni samoprepoznati 
kao strukturni saucesnik zapadnocentricne neoliberalne kapitalisticke 
proizvodnje a ne - osim u veoma retkim izuzecima - nekog opstegjavnog 
dobra. 11 


Lokalne kompleksnosti - organizaciono-produkcijski principi 
beogradske scene: 


Iskustva beogradske scene zoooih 12 mogu ponuditi drugaciju perspektivu, 
razdrmavajuci globalni pogled i otvarajuci prostor za diskusije kontekstualno 
zasnovanih politickih ekonomija izvodackih umetnosti danas, pa im vredi na 
kraju posvetiti paznju. 

Lokalna scena izvodackih umetnosti je i sada vecinom institucionalizo- 
vana kroz sistem drzavnih i gradskih pozorisnih kuca, te je suvise ne pogadaju 
makropromene proizvodnje u neoliberalnom kapitalizmu. Organizaciona 
struktura i produkcijski sistem lokalnih institucija u velikoj meri su preneti iz 
socijalistickog uredenja, te ih karakterisu veliki broj zaposlenih (ukljucujuci 
umetnike: dramaturge, reditelje, scenografe, kostimografe i izvodace), 
specijalizacija poslova, nefleksibilnost i birokraticnost, kao i iskljuciva 
usmerenost na proizvodnju predstava. Istrazivanje, edukacija, umrezavanje, 
pa i marketing i PR, koje su okosnica postindustrijske proizvodnje, svedene su 
na minimum ili se obavljaju pro forma, s obzirom da ne postoji ni znacajnije 
ucesce na internacionalnoj sceni niti unutrasnje trziste umetnosti, vec su 
institucije finansirane kroz drzavne i gradske budzete. Njihova nezaintereso- 
vanost za broj publike, upravnici i direktori koji su kadrovi vladajucih politickih 
partija, kao i zanemarivanje nematerijalnih segmenata proizvodnje i 
postfordisticke organizacije rada, govori i o tome da u Srbiji umetnost i 
kultura generalno (jos) nisu videne kao rezervoar inovacija za proizvodnju, 
vec pre svega imaju funkciju reprezentacije vrednosti koje je drzava proglasila 
opstedrustvenim, tj. funkciju "ideoloskih drzavnih aparata" koje drzava 
upravo zato stiti koliko moze od trzista i izazova aktuelne svetske ekonomije. 
Te vrednosti su najpre nacionalne, ali je zanimljivo da medu njima i kreativna 
industrija dobija sve istaknutije mesto, no ne toliko radi promocije vrednosti 
slobodnog trzista koliko radi promocije demokratskog pluralizma i 
internacionalizma, pri cemu se demokratija ne razdvaja od kapitalizma. 

S druge strane, za razliku od internacionalnog konteksta, gde se govori 
o eksperimentalnoj sceni, u Beogradu se pored institucionalne razvija jasno 
diferencirana samoorganizovana, nezavisna ili (polu)autornomna scena, ciji 
su principi rada i delovanja drugaciji. Vraticu se na kratko korak unazad. 
Tokom nggoih, alternativna umetnicka scena u Beogradu i Srbiji je bila 
politicki obojena kritikom i otporom Milosevicevom rezimu i njegovim 


n Kada smo kod izuzetaka, 
pomenucu recimo PAF 
(PerformingArtsForum), koji je 
pokrenuo Jan Ritsema u St. 
Ermeu, kao i artivisticke grupe 
WochenKlausur, donekle Yes 
Man itd. 

12 Poslednjih deset godina, aktivna 
sam akterka i beogradske i 
regionalnih nezavisnih kulturno- 
umetnickih scena. Ipak, zbog 
preciznosti analize i indukcije 
obilja detalja, drzacu se lokalne 
scene, dok regionalnu drzim na 
umu, ali svesna da ne postoje 
apsolutna preklapanja ni medu 
ovim mikrokontekstima. 
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institucijama, te se cesto nazivala "vaninstitucionalna scena". U tom smislu, 
sloboda je znacila slobodu od drzavnih institucija i drzave kojoj one sluze, dok 
je sama ostavljena neupitnom, takoreci apsolutnom. Medutim, upravo iz 
razloga otpora tadasnjem rezimu, Soros - Fond za otvoreno drustvo pokazao 
je veliko interesovanje za alternativnu scenu, i pojavljuje se kao osnovni izvor 
njenog finansiranja. To svakako utice i na organizacione i produkcijske 
principe rada, pa umetnici pocinju da nalaze pravno-produkcijski okvir za 
delovanje kroz registrovanje NVO (udruzenja gradana) koja funkcionisu po 
modelu projektnog menadzmenta, aplicirajuci kod Fonda i drugih internacio- 
nalnih fondacija za pojedinacne projekte i programe. Kako se ova organiza- 
ciono-produkcijska resenja odrazavaju na politicnost tih umetnickih praksi 
postaje dalekosezno pitanje, kojem sada necu mod da se posvetim vec cu 
samo uputiti citaoce na moju analizu pojma "Soros-realizam" kojim se 
alternativne scene u tranzicijskim drustvima goih interpretiraju kao vesnici 
neoliberalnog kapitalizma, upravo po nacinu finansiranja i njegovim 
diskurzivnim konsekvencama. 13 Da se vratimo u sadasnjost. Nezavisna 
izvodacka scena u Beogradu je deo sire platforme / plenuma samoorganizo- 
vanih teorijskih, kulturnih, umetnickih i aktivistickih grupa i inicijativa pod 
nazivom Druga scena, gde se pitanjima rada pristupa proaktivno i kriticki, s 
obzirom da se ona shvataju i sindikalnim i kulturnopolitickim i politickim 
temama. Izvodacka scena specificno deluje po principima koji su delom 
tipicni za tercijalni sektor neoliberalnog kapitalizma. Cine je freelance i multi¬ 
tasking akteri, koji deluju uglavnom u samoorganizovanim i samoupravnim 
grupama i malim organizacijama - Stanica, TkH, Bazaart, Drama mental 
studio itd, kao i teatarske grupe formirane goih: Dah teatar, Ister teatar, 
Mimart itd. U organizaciono-produkcijskom smislu, karakterisu je samo- 
upravljanje, mobilnost, lokalna i internacionalna saradnja i networking, 
istrazivanje, grass root produkcija i razmena znanja, besplatni edukativni i 
javni programi, mesanje privatnog zivota i rada, veliki broj nebudzetskih 
inicijativa, besplatan ili simbolicno placen rad, kao i nestalno projektno 
finansiranje kroz fundraising kod lokalnih javnih fondova i internacionalnih 
fondacija. lako su mnogi od ovih termina dobro poznati, vazno je razumeti 
kontekstualnu specificnost ovakvih radnih i produkcijskih izbora. Dok se kroz 
internacionalnu vizuru oni mogu shvatiti normativizovanom prekarizacijom 
koja treba da izume stani-pani kreativna resenja za drustvenu i ekonomsku 
krizu, u lokalnom kontekstu oni su pre svega politicka kritika, otpor i alterna- 
tiva drzavnom sistemu umetnosti i kulture. Radi se o divergentnim istorijama 
internacionalne i lokalne scene. Naime, osnova kritike i otpora drzavnom 
sistemu umetnosti i kulture u Srbiji dolazi prvo od nepoverenja prema 
Milosevicevom nacionalistickom, kvazidemokratskom i postsocijalistickom 
rezimu goih, a zatim od nepoverenja u novu vlast, koja je u sprezi politickih 
partija i tajkuna od Srbije 2000ih stvorila nacionalisticko siromasno 
kapitalisticko partokratsko umesto demokratskog drustva i time izdala 
umetnike i gradane koji su joj bili saveznici nggoih. Dakle, u lokalnoj istoriji 
poverenje u drzavu kao branioca javnog dobra nije postojalo ni pre krize i 
rezova. Jos od goih je preovladavao stav da se mora izaci iz drzavnog sistema 
umetnosti da bi se branila umetnost kao javno dobro. U toj odbrani, akteri 
nezavisne scene su aktivirali mnostvo taktika i strategija, hibridizujuci 
principe neoliberalne nematerijalne proizvodnje i socijalistickog kolektivizma, 
samoupravljanja i internacionalizma, u nekim slucajevima bivajuci otpor 
drzavnom nacionalizmu a u nekima i nacionalizmu i neoliberalnom 
kapitalizmu, koji se u toj kritici razvezuje od demokratije. S obzirom na 
ovakvo kontekstualno utemeljenje, njihova politicka ekonomija je razlicita od 


13 Vid. Vujanovic, Ana, "Performans 
i/kao politika; Skica za teoreti- 
zaciju politicnosti izvodackih 
umetnosti u Srbiji, pre, pro, 
tokom, nasuprot i nakon socija¬ 
listickog drustvenog uredenja", 
u Umetnost u Srbiji u 20. veku, 
tom 2, gl. ur. Misko Suvakovic, 
Beograd, Orion art, (u pripremi) 
2012 . 
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one koja karakterise internacionalnu scenu, cak i kada se radi o slicnim 
principima rada. Ovo je precizno poentirala Bojana Cvejic razlazuci tanku 
razliku izmedu pojmova kolektivizma i kolaboracije, ali i njihove temeljno 
razlicite politicke uloge. 14 

Na kraju, rekla bih da bi diferencijacija drzavnogjavnog sektora i opsteg 
javnog dobra artikulisana na lokalnoj sceni mogla biti politicka pouka i u 
sirem kontekstu, no to je nije spasilo radikalnih i drzavnih i internacionalnih 
mera stednje. lako su ove godine smanjeni i budzeti javnih institucija, 
nezavisna scena je vec par godina gotovo zbrisana iz javnih fondova, sto jos 
jednom potvrduje vaznost shvatanja ove razlike. Medutim, pored toga, i ovoj 
sceni takode nedostaje javna podrska. Ako bi se njen ulog u reafirmaciju 
socijalistickog drustva unapredenog demokratskom javnom sferom i mogao 
objektivno smatrati opstijim javnim interesom od interesa koprorativnog 
kapitala, on se na lokalnoj sceni ipak uglavnom realizovao kao istorijsko slepo 
crevo, jer nije dovoljno jasno sagledano da izlazak iz drzavnog sistema kulture 
i umetnosti nije dovoljan da bi se stalo na stranu gradana iz perspektive 
samih gradana, vec da se kulturno-umetnicka scena mora cvrsto povezati sa 
drugim drustvenim praksama i pokretima, od politickih do sindikalnih da bi 
osvojila mesto u javnoj sferi gde se moze raspravljati javno dobro i 
eventualno dostici konsenzus o tome sta je ono danas, cak i ako umetnost, 
ovakva kakvu znamo tu vise ne spada. 


14 Cvejic, Bojana, "Collectivity? You 
Mean Collaboration", http:// 
republicart.net/disc/aap/ 
cvejicoi_en.htm 
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State Against Public 
Good: Economic Policy of 
Guts and Political Economy of 
Contemporary Art 

Ana Vujanovic 

Translated from Serbian by Marina Miladinov 

S tate against public good? This would sound like a 

paradox, something like "state against itself", if we hadn't 
had the real experience of states and public goods in 
modern Western societies from the mid-i8 th to the early 
21 st century, when these notions were shaken to their 
foundations. According to the image of numerous 
complementary processes in that collapse, which the 
global media have created and transmitted, it allegedly 
resulted from the fact that modern Western governments were frantically 
struggling to preserve their states, including the citizens, with the help of 
austerity measures, in the midst of an economic crisis and the collapse of 
fiscal policies. However, the citizens no longer believed their governments or 
were no longer capable of bearing the burden of their measures, which is 
why they started to rebel against them. And yet, from a critical materialist 
perspective, it can be observed that the cuts are only the final stage in the 
capitulation of the neoliberal state before corporate capital with which it has 
entered into close alliance, both then and now at the cost of its citizens. 

During the past decades, since the end of the welfare state in the West and 
the socialist societies in the East, the Western system of political economy 
has been based on a radical change in the position and function of the state, 
both in the categories of public/private and in those of political/economic. 

On the one hand, this is no longer the liberal idea of the non-authoritarian 
state that acts for its citizens, mediating their individual interests, nor the 
communist idea of the state as a surrogate for the collectivistically 
envisioned nation. In the neoliberal societies, the state has become a direct 
agent of the private (capital), neither something that leaves the private 
sphere to evolve freely nor something that suppresses it; the only thing 
oppressed by that alliance is the public sphere, left to decay. Thus, 
throughout the Western world, from Greece and Spain to the USA, the 
citizens who are now rising against the state and its institutions or measures 
emerge as the final line of defence for public or common interest, which can 
neither be defended by the vocabulary of liberalism, nor identified with the 
state-defined public sector. A good example of that are the public 
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institutions of art and culture in the Netherlands, which were for some time 
trying to invent a way in which to survive budget cuts individually, each one 
for itself, but then jointly cried for public support, evoking the value of art 
and culture as a public good. However, the disturbing conclusion of this 
year's appeals and protests, as well as the lukewarm, often uninterested and 
sometimes even openly negative reaction of the public, was that the cry for 
help arrived too late, that they realized too late that the existing instruments 
of that state had never even been a public good, but primarily an ideological 
support to private - corporate globalizing capital. They realized it only when 
they remained alone, on their own, threatened by the system that used to 
sustain them. So who will defend them now? And who will defend us, 
workers in the field of art and culture? 

I do not claim that I know the answer(s); my aim is primarily to reflect 
self-critically on that very question: what process brought both the state/ 
institutional and the independent/experimental cultural and artistic practices 
in the contemporary Western society to the brink of extinction, to the point 
where we must realize that there is no "construction worker from Bratsk" 
behind us, that it is us who must stand behind them, putting ourselves in the 
service of common reflection on public good? While elaborating on that 
question, I will discuss some elements in the political economy of the 
performing arts on the so-called international scene 01 as well as the local 
scene of Belgrade, which indicate why the working conditions and methods, 
the production and practice of art, must be understood with regard to 
urgent political issues, and why their politicality must be located 
contextually. 


Politicality of the Working Methods in Art in the Context of 
General Politicization of Production and Economization of Politics 
in Neoliberal Capitalist Society 


In the performing arts of today, we can identify various means and aspects of 
politicality on which the artists and/or interpretations and analyses of art 
focus. 

According to one position, which was present throughout the 20 th 
century, politicality implied, first of all, introducing socio-political topics into 
an artwork, which was thereby established as a relatively autonomous and 
exceptional/excepted discourse on the actual social context. This approach 
was built into various elaborations of the theory of reflection and theory of 
representation - from realism to modernism and then to engaged art - and 
is characteristic of the leftist political theatre of the 1920s and 1930s, as well 
as social realism. Since performance was here understood primarily as a 
social discourse, the medium or form was not considered a crucial factor in 
its political positioning and functioning. On the contrary, it was considered 
only as a means of expression, which was neutral and did not carry and 
political message as such, i.e. could be used to transmit different messages. A 
great breakthrough in the understanding of the politicality of art was caused 
by the explosion of theory in the 1960s and 1970s, which marked the shift 
from structuralism to poststructuralism and the emergence of the 
contemporary theory of art and the neo-Marxist thought. Within that 
theoretical framework, a radical reorientation occurred towards the 
signifying level of social practices, with the recognition of the material status 
of the signifier as intervening into the idealistically conceived field of the 


oi I actually do not see anything 
that could be rightfully called 
"international scene" today, 
which is why I am using this 
term tel quel, with a remark that 
I mean the Western-European 
scene, which in its selections 
and translations includes some 
representatives of the former 
Eastern-Eureopan scene, as well 
as an even smaller number of 
those from the extra-European 
ones. 
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signifler. For art, this meant a shift of focus towards the media, textuality, 
and the signifying materiality of artwork, which came into existence only in 
relationship with the surrounding texts in the field of politics, ideology, 
culture, etc. That also affirmed a new aspect of politicality in art, which no 
longer needed to deal with certain topics in order to be political, but could 
deal with any topic in a certain way. The question how something was said 
instead of what was said became the focal point of interest. A retrospective 
of that principle can be found in Hans-Thies Lehmann's analyses of 
politicality in the so-called postdramatic theatre, which is achieved through 
affectivity and the new policies of perception . 02 

Lately one can also observe the emergence of a new understanding of 
politicality in art under the influence of theories of immaterial work, 
biopolitical thought, and cultural initiatives related to digital technologies, 
primarily the internet. In these frameworks, the issue of work has become 
the basic political question of contemporary Western society. Regarding the 
fact that it is a society of post-industrial production organized on post- 
Fordist principles, art, culture, and creative industry have become the focus 
of theoretical interest, since they are recognized as the sites of avant-garde 
in that particular society. Moreover, in the framework of digital and internet 
culture, numerous new-leftist practices have emerged, from free software 
and open source through hacker activism, piracy, and gift economy, to 
copyleft and creative commons licensing, which have also compelled the 
artists to (re)direct their political attention to the protocols and procedures 
of their own work. Thus the questions related to the technologies of 
authorship, the principles of sharing and exchange, knowledge production, 
distribution, and access, various forms of cooperation, models of 
organization and decision making, licensing of artworks etc. have been raised 
in the performing arts during the past decade - moreover, as political issues, 
rather than merely or "purely" production-related ones. 

Theoretical explanation of this aspect of politicality is based on a critical 
analysis of the broader social processes of economizing politics and 
politicizing production. Much of contemporary theoreticizing on politics in 
the Western society perceives the fundamental change and even 
disappearance of the classical democratic notion of politics as a result of the 
newly established neoliberal relations of production and social relations, 
which promote individual rights and individualism, thus legitimizing the 
public relevance of individual interests and private property. 

Along these lines, post-operaistic theoreticians such as Maurizio 
Lazzarato, Antonio Negri, and Paolo Virno have offered valuable and topical 
insights, although their notion of immaterial labour has caused much 
confusion and unpredictable identification (precisely in the art world, among 
other fields). Regarding the fact that this theoretical platform has been 
significantly determined by the ideas of immaterial labour and biopolitics, 
they start from the fact that the borderlines between politics and economy, 
praxis and poiesis, and public activity and private life have been blurred in 
today's capitalist society. That blurredness is then postulated as the starting 
point, which offers at once an answer to the following question: Flow and 
where do we practice politics today, after it has disappeared, or rather ceased 
to be a specific activity? According to them, Western post-industrial and 
post-Fordist production has already integrated elements of political practice, 
so we can speak here of the politicization of production rather than the 
economization of politics. Flowever, from that angle we can see that the 
disappearance of politics in fact means that it is transposed and begins to 


02 Hans-Thies Lehmann, Post- 
dramatic Theatre, trans. by 
Karen Jurs-Munby (New York: 
Routledge, 2006 (especially the 
"Epilogue"). 
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permeate various social activities, from economy to culture and art, and then 
to everyday forms of life. 03 Whereas Virno has noted that today's production 
should be understood as a "broad-based experience of the world," which 
implies abolishing the previous oppositions between politics, economy, and 
private life, 04 Lazzarato has argued in his seminal text on "Immaterial Labour" 
that the core of contemporary capitalist production is not in producing the 
commodity itself, but rather in producing its cultural and informational 
content: standards, norms, tastes, and what is strategically more important, 
public opinion, which is spread through cooperation and communication as 
the basic working activities. Thus, the central issues of production have 
become political par excellence: they are the issues of arranging the social 
situation, with the production of subjectivity as their primary content. In this 
way, art acquires a new socio-political place as a source of solutions and an 
inspiration for production, whereby performance plays a special role. 05 For in 
a production thus organized, management is based on the slogan "Become 
the subject (of communication)" and becomes totalitarian in its effort to 
include all of the worker's individuality and subjectivity into the production 
of value. Therefore the worker in any domain of the Western capitalist world 
is no longer merely obliged to do his or her work, but also and above all to be 
a skilful performer: eloquent, open, and communicative: "One has to express 
oneself, one has to speak, communicate, cooperate, and so forth." 06 

In his studies of performance, Jon McKenzie has reached similar 
conclusions. His entire theory of performance as laid out in his book Perform 
or Else 07 is based on expanding the notion of performance or its parallel 
existence in fields such as art and culture, high technologies, and business, 
whereby it becomes a general social imperative. That is the reason why 
McKenzie has proclaimed performance to be an onto-historical category that 
characterizes today's capitalist society as a whole, whereby he has also 
questioned its liminal and transformative social potential, as well as its 
political efficiency. 

Nevertheless, during the past decade hypotheses elaborated within the 
post-operaistic theory have mostly been considered as promising for 
politicality in the contemporary art world, since they seem (almost) to 
indicate a simple equation: art is political insofar as it belongs to the domain 
of immaterial production, which includes politics. This may also be the 
fundamental - and even political - error in the new understanding of the 
politicality of art, which is also one of the main culprits for the fact that art is 
in effect not a general public good on the international scene. Above all, I 
would say that post-operaistic hypotheses lead to the conclusion that, 
whereas in some earlier democratic societies - such as Athens in the 5 th and 
4 th centuries B.C. or the early bourgeois society in i8 th -century Europe - 
performance was a model of public, political practice, nowadays we can 
speak of it primarily as a model of production. This conclusion, however, does 
not resolve the issue of its politicality; it means that this politicality is indirect 
and dubious, and that it must be founded as political economy. Developing 
this idea even further, I would say that the post-operaistic hypotheses are, in 
fact, deeply disconcerting, since they indicate that the organization of the 
social sphere is itself highly capitalized in the neoliberal capitalist context, 
simulating politics rather than opening up public space for political debate. 
The performing arts and their ambivalence or oscillation between complicity 
with capitalist production and political practice are only a "collateral damage" 
in this macro-process. What I have in mind are the limitations that every 
critical author must face if working in the capitalist system of production in 


03 Cf. Michael Hardtand Antonio 
Negri, Empire (New York and 
London: Harvard University 
Press, 2000; Maurizio Lazzarato, 
"Immaterial Labour" (1996), 
http://www.generation-online. 
org/c/fcimmateriallabour3.htm 
(last accessed 11/7/2011); Paolo 
Virno, A Grammar of the 
Multitude: For an Analysis of 
Contemporary Forms of Life (Los 
Angeles: Semiotext(e), 2000). 

04 Virno, A Grammar of the 
Multitude (as in n. 3), p. 24. 

05 Cf. "Iscrpljivanje nematerijalnog 
rada u performansu" 
[Exhausting the immaterial 
work in performance], TkH 17 
and Journal des Laboratoires 
(2010). 

06 Lazzarato, "Immaterial Labour" 
(as in n. 3), http://www. 
generation-online.org/c/ 
fcimmateriallab0ur3.htm. 

07 Jon McKenzie, Perform or Else: 
From Discipline to Performance 
(London and New York: 
Routledge, 2001). 
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the performing arts without disturbing it, as well as the increasingly popular 
performance trainings and workshops that find their place even in the 
education of politicians and managers, supplying them with the same 
performing methods and techniques. I will come back to the broader 
perspective in order to diagnose the problem with such politicality of the 
performing arts. Although it is clear that the political performances of 
protagonists on the present-day, representatively democratic scene have 
nothing to do with parrhesia, the free speech of or for the citizens seeking 
the public good, since they largely represent the interests of corporate 
capital, it is difficult to say whether it makes sense to call such practices 
political or rather economic marketing. In my opinion, this problem is rather 
complicated, since marketing successfully simulates political practice and 
easily takes over its methods of performance, yet - to make things more 
complicated - in today's society it becomes publicly relevant and thus 
effectively acquires a political role, closing up public space for those political 
practices which are not a part of production, but represent or directly involve 
the free speech of citizens about the society as they would like to have it. In 
that sense, politicality of the performing arts, which structurally belongs to 
that system of production as part of the so-called tertiary sector, is not only 
indirect and weakened, but also remains complicit until it shifts from being 
appellative to debating on politics and then to dealing with its own working 
conditions, which follow the performing arts as their "politically 
unconscious". Thereby the way in which we deal with those working 
conditions becomes crucial. Performance is not freed from this responsibility 
because of its marginal social position and precarious working conditions, 
and identification with them does not imply critical and antagonistic policy; 
on the contrary, in a broader social perspective they are primarily a training 
field for the politics of flexible neoliberalism and its "crisis management". This 
turning in circles is also reflected in the familiar dilemma: How can we get 
out of that capitalist system of art as an act of protest, and still be 
protagonists on its scene? Without wishing to hasten to conclusions, I will 
observe that this dilemma is a classical enthymeme, the implicit premise of 
which - that capitalism is the only existing and even possible working 
system on the international horizon - successfully sneaks into the otherwise 
quite critical dialogues that we can hear on that scene. 


Long Live the Workers! - That's All Very Fine, but Where Does the 
Surplus Co? 

I would say that there are relatively few artists and artworks that approach 
the theme of work (self-)critically, especially as a political issue. One of the 
reasons may be the fact that art has indeed never developed its own 
discourse of political economy, while the activities in which the questions of 
work and production are raised - such as management, production, 
organization and coordination, programming and curating, etc. - if not 
performed automatically and intuitively, are still mostly technocratic in the 
Althusserian sense, meaning that they have no proper "theory of the theory." 

That has given rise to the delusion - very rarely noticed or explained - 
that the political problem with the new, progressive, and avant-garde 
organizational and production trends on the international scene is that the 
contemporary art world, especially that segment which is identified as the 
experimental scene, has embraced the socio-political discourse of immaterial 
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work, which should be social symptomatology and a proof of its own social 
relevance. In other words, it has understood this scene as a positive value 
rather than a critical symptom, so it has become identified with it all too 
easily. 08 In this way, this trend has led to a paradoxical celebration of those 
forms of immaterial work that make the artists ever more precarious on the 
one hand, and politically opportunistic on the other. Namely, by practicing 
their new working protocols and procedures, they become progressive and a 
social avant-garde in an unexpected way, but only because they become the 
accomplices not of some new common, public good, but of the globalizing 
neoliberal ideology and economy. That is suggested both by the dominant 
discourse of individualism and by the Western-Eurocentrism of the 
international scene. Moreover, it can explain the popular attitude in the 
contemporary performing practices, namely that criticism, considered as 
something reactionary and old-fashioned, must be substituted through 
affirmation, i.e. offering something new, creative, and innovative, in which 
light even the term "experimental" scene acquires a non-manifest social 
raison d'etre. 


Trouble with work - viewed from the international or rather 
Western-European scene: 

There are many examples of such trouble. I will mention the case of 
choreographic group/platform Everybodys, which reveals all the ambivalence 
of the new working methods, which is the oscillation of art between political 
practice and indifference towards the current system of production, or even 
its affirmation. This open internet platform, which applies open-source 
principles to dance, is a result of cooperation of several authors and 
magnanimous volunteers, freely sharing their collective knowledge produced 
outside the working hours spent in producing dance shows. By doing that, 
Everybodys have contributed significantly to contemporary choreography, 
since they demystify the working methods and raise issues related to 
knowledge production and exchange, at the same time reaffirming and 
feeding post-industrial economy with their own way of working, based 
directly on the principles of immaterial production as described in the post- 
operaistic theory. 09 With regard to that, in a historical perspective, I will recall 
Virno's hypothesis (and warning) from A Grammar of the Multitude that many 
forms of behaviour, work, and cooperation from the "unruly" neo-avantgarde 
cultural and artistic scene of the ig6os unbelievably easily found their way in 
the post-Fordist corporation of the nggos and 2000s. 

Even if the working methods are discussed and reflected in an artwork 
itself - as in the performance called Product of other circumstances by Xavier 
Le Roy - the politicality of this gesture is limited because of the fact that it 
does not disturb the foundations of the art system in which it has emerged, 
which is why I will dwell somewhat longer on this case. In the form of 
performance-lecture, it explains to the audience the process of Le Roy's 
research on Butoh dance during two months, which is summarized in a two- 
hour show commissioned by Boris Charmatz, who evokes an alleged earlier 
statement of Le Roy's that one needed only two hours to become a Butoh 
dancer. The author lays bare his process and his working equipment in great 
detail, including googling, a vague memory of some shows that he has seen, 
Wikipedia, YouTube, several books on Butoh, and his demonstrative imitation 
of a few scenes from Butoh shows, and he also reveals his framework of 


08 It was precisely the consequence 
of the fact that these regions 
had not developed their own 
critical and theoretical discour¬ 
ses of organization, manage¬ 
ment, and production, which is 
why they were unable to deal 
reflexively with the new 
theoretical discourses on these 
issues in other domains (social 
sciences, economy, politics, and 
political theory). Cf. articles by 
Florian Schneider, Dusan Grlja, 
and Marko Kostanic in: 
"Iscrpljivanje nematerijalnog 
rada u performansu" (as in n. 5). 

09 This refers to the often 
described processes of 
collaboration and networking, 
knowledge production and 
research on the site of 
production, erasing the 
borderlines between spare time 
and working hours, etc. etc. 
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production, which included a two-month research = production period, 
working in his spare time between other projects, a iooo Euro fee and a 
public presentation of his research = performance. Even though it has not 
been produced within the domain of digital art, which is the paradigm of 
post-production art, Product of other circumstances is based on the same 
type of working process. 10 Let me recall: it has been Bourriaud's basic 
hypothesis that art today is becoming a tertiary sector, a service industry, 
regarding the fact that its function is to deal with objects that were 
produced somewhere else, i.e. that it recycles culture instead of producing 
new (art) objects. For Bourriaud, the dominant protagonists of contemporary 
culture are the programmer and the DJ. Deriving from that a broader notion 
of cultural recycling, he has listed the ways in which technical procedures 
applied by DJs on music, for example (playlists, cross-fading, looping, 
sampling, MC-ing, etc.) are integrated into contemporary art. However, these 
integrations are not reserved for the artistic practices of post-production, 
which used to be the case, but also include the new forms and procedures of 
the very production of art. When considering artistic activity today, as well as 
specifically the political status of production, Bourriaud's book is crucial 
primarily from the critical perspective, since the affirmation of art as post¬ 
production spreads the optimistic belief over the entire creative class, and 
even the consumers and users, that it is quite easy to become an artist. 
Numerous types of available software and the internet with its web 2.0 and 
social networking seem to tell us that we, in fact, are artists and creators 
already, since there is no longer any (technical) difference between 
composing music (creation) and making or sharing playlists (reorganization). 
The problem is, however, that the difference has never been merely technical. 
Even though most of the spectators can repeat Le Roy's working process, 
and indeed repeat it every day, only Le Roy will be an artist. Every other 
person who may deal with Butoh in the same way will be considered an 
amateur, same as before, or a creative person in contemporary terminology. 
Contrary to the logic of having new, cheaper, and more easily available 
means of creating art, the economic policy of the art world is not in the least 
infected with the democratizing paradigm of post-production. Thus we may 
say that technology and the working conditions have been radically changed 
in 2i st -century art, and Product of other circumstances proclaims it publicly, 
whereby Le Roy's political gesture consists in his statement that the 
borderline between us has been minimized: I am not a Butoh virtuoso, my 
work is not shrouded in mystery, it is quite similar to everyday creative 
practices in which you and me use the same means and working methods. 
Nevertheless, this does not disturb the social status of this work, which 
leaves the performance within the borders of reaffirming the author's name 
and the artwork branded by it, where the political statement of performance 
is accompanied by its political unconscious: after all, I am the only artist here, 
Xavier Le Roy. 

Both of these cases, among many others, should encourage us to see 
with crystal clarity that the politicality of art today does not work without 
soiling one's hands with its economic base, just as the issues of artistic 
production are by no means neutral. Making a large ellipse, I would say that 
the ambivalences of these cases suggest the reason why the current crisis 
must become the moment in which art on the international scene will 
recognize itself as the structural accomplice of Western-Eurocentric 
neoliberal capitalist production, rather than - except in some really rare 
exceptions - a common public good. 11 


10 Nicolas Bourriaud, Postpro¬ 
duction: Culture as Screenplay 
(New York: Lukas & Sternberg, 
2005). 

11 When speaking of exceptions, I 
will mention PAF (Performing- 
ArtsForum), launched by Jan 
Ritsema at St.Erme, as well as 
the artivist group Wochen- 
Klausur, to some extent also Yes 
Man, etc. 
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Local complexities - principles of organization and production on 
the Belgrade scene: 


Experiences of the Belgrade scene in the 2000s 12 can offer a different 
perspective, shattering the global view and opening up space for discussions 
on contextually based political economies in the performing arts of today. 
Therefore it is worthwhile considering them at the end. 

The local scene of performing arts is still largely institutionalized 
through the state system and municipal theatre houses, which is why it is 
not too strongly affected by macro-changes in production, brought about by 
liberal capitalism. The organizational structure and production system of the 
local institutions have mostly been taken over from the socialist regime, 
which is why they are characterized by a large number of employees 
(including the artists: dramaturges, directors, set designers, costume 
designers, and performers), labour division, lack of flexibility, and heavy 
bureaucracy, as well as exclusive orientation at the production of theatre 
shows. Research, education, networking, and even marketing and PR, which 
are the axis of post-industrial production, are reduced to a minimum or 
carried out pro forma, owing to the fact that there is neither significant 
presence on the international scene nor a local art market; instead, the 
institutions are financed by the state and from municipal budgets. Their lack 
of interest in the number of spectators, the fact that their managers and 
directors belong to the ruling political party, and their neglect of the 
immaterial segments of production and the post-Fordist organization of 
labour, speak of the fact that in Serbia art and culture are generally not (yet) 
considered a reservoir of innovations for production; instead, they still have 
the function of representing the values that the state has proclaimed to be 
common for all, that is, the function of "ideological state apparatus", which is 
why the state is protecting them from the market and the challenges of 
modern global economy. These values are primarily national, but 
interestingly enough the creative industry is having an increasingly 
important place among them, albeit not so much in the promotion of free- 
market values, but rather in the promotion of democratic pluralism and 
internationalism, whereby democracy is not distinguished from capitalism. 

On the other hand, in Belgrade - unlike the international context, where 
one speaks of an "experimental" scene - there is a clearly differentiated self- 
organized, independent, or (semi-)autonomous scene beside the institutional 
one, and its principles of work and activity are quite different. I will briefly 
glance into the past. During the 1990s, the alternative art scene in Belgrade 
and Serbia was politically coloured by criticism and resistance against 
Milosevic's regime and its institutions, which is why it was often called the 
"extra-institutional scene". In that sense, freedom meant being free from the 
state institutions and the state they were serving, while the scene itself was 
left unquestioned, almost absolute. However, it was precisely because of its 
resistance against the regime that Soros - Open Society Foundation showed 
great interest for the alternative scene and became its main sponsor. That 
certainly influenced its principles of organization and production, which is 
why the artists began looking for a legal production framework by 
registering NVOs (civic associations) that functioned according to the model 
of project management, and applying with them to the Open Society 
Foundation as well as other international foundations that financed 
individual projects and programmes. How these organizational and 


12 During the past ten years, I have 
been actively involved both in 
the Belgrade scene and in the 
regional independent cultural 
and art scenes. Nevertheless, for 
the sake of precision in my 
analysis and the abundance of 
details, I will stick here to the 
local scene, whereby I will keep 
the regional one in mind, aware 
that there are no absolute 
overlaps between these micro¬ 
contexts. 
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production solutions influenced the politicality of these artistic practices is a 
far-reaching question, which I cannot deal with in this article and thus I will 
only direct the readers to my analysis of the term "Soros-realism", in which 
alternative scenes in the transitional societies of the lggos are interpreted as 
the heralds of neoliberal capitalism precisely because of the way in which 
they were financed and the discursive consequences of that financing. 13 But 
let us return to the present. The independent performing scene in Belgrade is 
part of a broader platform/plenum of self-organized theoretical, cultural, 
artistic, and activist groups and initiatives gathered under the name of the 
Second Scene, where the issues of work are approached proactively and 
critically, since they are also understood as the questions related to trade 
unions, cultural policies, and politics. It is specific for the performing scene 
that it functions according to the principles that are partly typical of the 
tertiary sector of neoliberal capitalism. It consists of freelance and multi¬ 
tasking agents, who are mostly active in self-organized and self-managing 
groups and small organizations: Stanica, TkH / Walking Theory, Bazaart, 
Drama mental studio, etc., as well as the theatre groups formed in the lggos: 
Dah teatar, Ister teatar, Mimart, and others. In terms of organization and 
production, it is characterized by self-management, mobility, local and 
international collaboration and networking, research, grassroot production 
and knowledge exchange, free educational and public programmes, fusion of 
private life and work, a large number of no-budget initiatives, unpaid or 
symbolically paid work, and sporadic project financing through fundraising 
by applying to local public funds and international foundations. Even though 
many of these terms are familiar, it is important to understand the 
contextual specificity of such choices in work and production. While from the 
international perspective they might be understood as normativized 
precariousness, which should find off-hand creative solutions for the social 
and economic crisis, in the local context they are primarily a political critique, 
an act of resistance, and an alternative to the state system of art and culture. 
They are the diverging histories of international and local scenes. In Serbia, 
critique and resistance against the state originated primarily from distrusting 
Milosevic's nationalist, pseudo-democratic, and post-socialist regime in the 
lggos, and then from distrusting the new government, which merged the 
powers of political parties and tycoons to transform Serbia in the 2000s into 
a nationalist and poor capitalist and partocratic society instead of a 
democratic one, thus betraying both its artists and its citizens who had been 
its allies in the lggos. Thus, in the local history there was no trusting the state 
as the defender of public good even before the crisis and the cuts. Since the 
iggos, the attitude prevailed that one should get out of the state system of 
art in order to defend art as a public good. In that defence, the protagonists 
of the independent scene activated a myriad of tactics and strategies, 
hybridizing the principles of neoliberal immaterial production and socialist 
collectivism, self-management and internationalism, in some cases offering 
resistance to state nationalism, while in others opposing nationalism and 
neoliberal capitalism, which was in that critique separated from democracy. 
Regarding such contextual foundation, their political economy has been 
different from the one that characterizes the international scene, even when 
their principles of work are similar. This has been accurately emphasized by 
Bojana Cvejic, who explained the fine line between the notions of collectivism 
and collaboration, as well as their crucially different political investments. 14 

Eventually, I would add that differentiating between the state public 
sector and the common public good, articulated on the local scene, could be 


13 Cf. Ana Vujanovic, "Performans 
i/kao politika; Skica za 
teoretizaciju politicnosti 
izvodackih umetnosti u Srbiji, 
pre, pro, tokom, nasuprot i 
nakon socijalistickog drustvenog 
uredenja" [Performance and/as 
politics: An attempt at a theory 
on the politicality of the 
performing arts before, during, 
against, and after the socialist 
regime], in: Umetnost u Srbiji u 
20. veku [Art in 20 th -century 
Serbia], vol. 2, ed. by Misko 
Suvakovic (Belgrade: Orion art, 
to be published in 2012). 

14 Bojana Cvejic, "Collectivity? You 
Mean Collaboration", http:// 
republicart.net/disc/aap/ 
cvejicoi_en.htm. 
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a political lesson in the broader context. However, this has not spared it from 
radical consolidation measures, both at the state level and at the 
international one. Even though this year we saw budget reductions imposed 
by public institutions, the independent scene has almost been absent from 
public funding in the past few years, which additionally emphasizes the 
importance of this differentiation. However, this scene also lacks public 
support. Even if its investments into reaffirming the socialist society, 
upgraded through a democratic public sphere, could be objectively 
considered a common public interest more than the interest of corporate 
capital, on the local scene it has mostly turned out to be a historical cul-de- 
sac, since it has not been seen clearly enough that leaving the state system 
of art and culture is not sufficient to be on the citizens' side from their own 
perspective; cultural and art scene must link itself firmly with other social 
practices and movements, from political to syndicalist, in order to conquer a 
place in the public sphere where public good can be discussed and perhaps a 
consensus can be reached on what public good is today, even if art as we 
know it no longer belongs there. 
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slike 1-4. Orange Open Movie 
Project, Kadar iz digitalnog 
animiranog filma Elephants 
Dream, 2006. Web stranica 
videa i izvorni materijal: http:// 
orange.blender.org/download 
(dostupno na 20. ozujka 2011.). 


figures 1-4. Orange Open Ddovie 
Project, A still from Elephants 
Dream, 2006, digital animated 
movie. Webpage/of the video 
and the sourcematerial: http:// 
orange.blender.org/download 
(accessed/on 20 March 2011). 


slika 5. Andy Deck, snimak slike 
Glyphiti, rujan 2003., 
interaktivna slika-proces. 
http://artcontext.net/glyphiti/ 
index.php (lg. ozujka 2011.). 


figure s/Andy Deck, Glyphiti image 
screenshot, September 2003, 
interactive image-process. 
/Webpage: http://artcontext. 

' net/glyphiti/index.php (19 
March 2011). 


slika 6. Andy Deck, snimak slike / 
Glyphiti, veljaca 2008., / 

interaktivna slika-proces/ 
http://artcontext.net/glyphiti/ 
index.php (lg. ozujk/on.). 


figure 6. Andy Deck, Glyphiti image 
screenshot, February 2008, 
interactive image-process. 
Webpage: http://artcontext. 
net/glyphiti/index.php (lg 
March 2011). 
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Artikulacija 
umjetnosti 
open sourcea 
i objekta 
postmedijske 
situacije 


Boris Cuckovic 


oi Ovaj tekst predstavlja odabrane 
i preinacene ulomke iz moje 
disertacije, koja je nastala na 
Sveucilistu u Leidenu u razdoblju 
od 2010. do 2on. godine, pod 
naslovom "Problems of 
Specificity and Production in the 
Post-medium Condition: The 
Open Source Art”. Ovdje bih 
zelio zahvaliti svojim mentorima 
Ericu de Bruynu i Kitty Zijlmans 
na njihovoj predanosti i podrsci, 
komentarima i satima 
provedenim u zanimljivim 
raspravama. 

02 Usp. Massimo De Angelis, 
citirano u: David Harvie, 2004., 
str. 2. 

03 Usp. Siva Vaidhyanathan, "Open 
Source as Culture/Culture as 
Open Source", Open Source 
Annual (2005.), str.2. Dostupno 
na: http://papers.ssrn.com/s0l3/ 
papers.cfm?abstract_id =713044 
(5. lipnja 2on.). Vaidhyanathan 
takoder daje primjere "mocnih i 
renomiranih tvrtki poput IBM-a, 
[koje se] hvale time sto koriste 
operativni sustav LINUX na 
svojim serverima". Sustav LINUX 
je temeljni primjer softvera 
otvorenoga koda. 

04 Vaidhyanathan, str. 2. 


S engleskoga prevela Marina Miladinov 


Uvod 



asprave 0 problemu javnog vlasnistva i vlasnickih prava 
pripadaju najaktualnijim temama nasega doba. Ukratko 
receno, ideja javnog vlasnistva, kako je artikulira 
politicki ekonomist Massimo de Angelis, oznacava 
"alternativna, nekomodificirana sredstva za 
zadovoljenje drustvenih potreba" i ukljucuje drustvene 
prakse ljudske razmjene koje nisu ogranicene na trzisni 
oblik. 02 Takoder ukljucuje nacine dijeljenja javnog 
vlasnistva te je stoga u izravnoj suprotnosti s konceptom prava privatnog 
vlasnistva. 

Kljucni poticaj za razvoj koncepta javnog vlasnistva u teoriji, i jos vise u 
praksi, stigao je iz svijeta softvera, u obliku ideje otvorenog koda. Ona 
ukljucuje niz nacela o proizvodnji i distribuciji softvera, koja ga pretvaraju u 
zajednicko javno vlasnistvo. Kako istice povjesnicar kulture i strucnjak za 
medije Siva Vaidhyanathan, cak su i "konzervativne novine kao sto je The 
Economist metode otvorenog koda proglasile "uspjesnima" te razmisljaju o 
njihovoj primjenjivosti na sasvim razlicita podrucja istrazivanja i razvoja nego 
sto je, na primjer, softver u farmaceutskim istrazivanjima" 03 . On zakljucuje 
kako koncept otvorenog koda/izvora moze dovesti u pitanje uvrijezeni status 
quo: vlasnicki model tehnoloske proizvodnje. 04 Ta je postavka prilicno smjela 
kada se radi o drustvenom kontekstu suvremenog kapitalizma i trebalo bi je 
uzeti s odredenom rezervom, no ja i dalje smatram da koncept otvorenog 
koda ima potencijala kada se radi o preispitivanju nekih ideoloskih 
pretpostavki o vlasnickom modelu proizvodnje u digitalnom kontekstu. 
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Upravo je taj nacin ispitivanja ideoloskih utemeljenja povjesnicar drustva i 
umjetnosti T. J. Clark prepoznao kao mogucnost (i zadacu) procesa 
umjetnicke proizvodnje. 05 Cinilo se logicnim provesti istrazivanje koje ce za 
cilj imati pronalazenje primjera primjene otvorenog koda u kulturnoj 
proizvodnji. 

Postoje odredeni kulturni predmeti koji obuhvacaju spomenute 
povijesne konstituente, kako u pogledu polozaja zajednickog vlasnistva u 
drustvu opcenito, tako i koncepta otvorenog koda u specificnom smislu, 
prevodeci ih u pitanja kulturne proizvodnje. Na temelju tih primjera 
umjetnost otvorenog koda artikuliram i definiram kao polje suvremene 
kulturne prakse. Trebalo bi istaknuti da se termin "umjetnost otvorenog 
koda" povremeno koristi na internetu, ali nikada nije jasno artikuliran i 
definiran. Strucnjak za softver otvorenog koda i umjetnikjon Philips objavioje 
kratko istrazivanje o rezultatima pretrage termina "umjetnost otvorenog 
koda" na Googleu i dosaoje do istog zakljucka, isticuci kako postoji ocita 
potreba za takvom kategorijom, iako ona nema jasnih obrisa. 06 U tom smislu 
ova zadaca predstavlja originalan predmet istrazivanja. 

Ovaj tekst dio je sireg istrazivanja koje sam proveo tijekom studija na 
Sveucilistu u Leidenu. U njemu se necu sustavno baviti brojim estetskim i 
politickim pitanjima koja se postavljaju u vezi onoga sto nazivam 
"umjetnoscu otvorenog koda", iako cu se nekih nuzno dotaknuti. Umjesto 
toga, usredotocit cu se na nacin na koji praksa shvaca svoj predmet i kako to 
moze pomoci u prepoznavanju specificnosti praksi u amorfnom polju 
suvremene kulturne proizvodnje. 


05 T. J. Clark, "The Conditions of 
Artistic Creation", Time Literary 
Supplement, 24. svibnja 1974., str. 
561-2. 


06 Jon Phillips, "What is Open 
Source Art?", 2004. (puna 
internetska adresa dostupnaje 
u bibliografiji). 

07 "Open-source", Oxford 
Dictionaries, 2011., http:// 
oxforddictionaries.com (15 
ozujak 2on.). 

08 Usp. Steven Weber, The Success 
of Open Source, 2004., str. 224. 


Sto je otvoreni kod? 

Zelimo li raspravljati o umjetnosti otvorenog koda, morat cemo djelovati u 
sklopu opcenitog shvacanja temeljnih principa koncepta otvorenog koda te 
postaviti pitanje odakle ta ideja dolazi i o cemu se kod nje radi. Prema 
Oxfordskom rjecniku, termin "open-source" je pridjev koji se koristi u 
racunalnoj znanosti, a oznacava "softver ciji je originalni izvorni kod ucinjen 
dostupnim bez naknade i moze se dalje distribuirati i mijenjati". 07 Ova 
definicija pomaze nam kao polaziste jer ukazuje na podrucje softvera, iz 
kojega je taj termin i potekao, ali nam ne otkriva kako je doslo do tog 
specificnog stanja softvera. Politicki ekonomist Steven Weber nudi ponesto 
drugaciji pogled na cijelu stvarte tvrdi kako otvoreni kod nije samo komad 
softvera, nego "nacin organiziranja proizvodnje i zajednickog stvaranja". 08 
Takoder nudi razumljivo objasnjenje uloge koju izvorni kod ima u vlastitom 
softveru: 

Izvorni kod je popis uputa za izradu "recepta" za softverski paket. [...] 
Vecina komercijalnog softvera objavljuje se na strojnom jeziku ili onome 
sto se naziva "binarnim kodom" - dugom nizu jedinica i nula koji 
racunalo moze citati i izvrsiti, ali ga covjek ne moze [doista] citati. 
Izvorni kodje u principu recept za binarni kod; imate li izvorni kod, 
mozete shvatiti sto je njegov autor zelio postici kad je napisao taj 
program, sto znaci da ga mozete mijenjati. Ako imate samo binarni kod, 
obicno ga ne mozete razumjeti niti promijeniti. Stogaje isporuka 
binarnog koda veoma ucinkovit nacin kojim vlasnicke softverske tvrtke 
kontroliraju sto mozete uciniti sa softverom koji ste kupili. 09 


09 Usp. Weber, str. 4. 
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10 Usp. Weber, str. i6. 

11 Distribuirana inovacija takoder je 
poznata kao korisnicka inovacija. 
Profesortehnoloske inovacije na 
MIT-u Eric von Hippel istaknuo je 
korisnike, a ne proizvodace, kao 
glavne generatore novih inovacija 
u digitalnom dobu, zbog njihova 
iskustva s novim potrebama. 

Osim toga, pojedinacni korisnici 
ne moraju sve sto trebaju razvijati 
sami: mogu se okoristiti 
inovacijama koje su razvili i 
slobodno podijelili drugi. Na taj 
nacin, a osobito putem mreza 
poput interneta, moze se 
distribuirati inovacija. Von Hippel, 
2005. Za vise informacija o 
ekonomskim i organizacijskim 
karakteristikama "distribuirane 
inovacije" vidi: Sawhney i 
Prandelli, 2000.; Kogut i Metiu, 
2001 . 

12 U ovom opcenitom prikazu 
koncepta softvera otvorenog 
koda i njegove proizvodnje necu 
se upustati dublje u slozeno 
pitanje motivacijskih cimbenika 
koji utjecu na pojedinacne 
sudionike. Za vise informacija o 
tome vidi: Weber, "Chapter 3: 
What Is Open Source and How 
Does It Work?", u: The Success of 
Open Source, 2004., str. 54-94. 

13 Weber, str. 5. Prema Oxfordskom 
rjecniku, pridjev 'nonproprietary' 
oznacava nesto "sto nije 
registrirano ili zasticeno kao 
zastitni znak ili zastitno ime", a 
osobito u smislu racunalnog 
softvera nesto "sto je u skladu sa 
standardima koji su u javnoj 
domeni ili su siroko licencirani". 
http://oxforddictionaries.com (16. 
ozujka 2on.). 

14 Ovakav pogled na "slobode" u 
kontekstu softvera potjece iz 
pogleda Richarda Stallmana na 
slobodni softver, koje je iznio u 
svom manifestu "Free Software 
Definition". Svjestan sam rasprava 
koje su se devedesetih godina 20. 
stoljeca vodile oko samoga 
termina "otvoreni kod", u kojima 
je Stallman zastupao termin 
"slobodni softver". Medutim, 
buduci da je otvoreni kod 
prevladao kao termin, a zeleci ovaj 
koncept pribliziti citateljima koji 
nisu upoznati sa specificnim 
raspravama o tom softveru, 
namjerno spajam oba ta gledista 

u oblik u kojemu ih se danas 
najcesce shvaca. 


Prema ovoj tvrdnji, ako je izvorni kod nekog softvera javno dostupan i Slobo¬ 
dan, onda se taj softver moze distribuirati pod istim uvjetima, a zajednicki je 
svim korisnicima i javnoj domeni opcenito. To se cesto dogada u svijetu 
softvera ako se radi o "receptu" otvorenog koda. To takoder znaci da takav 
softver mogu mijenjati svi oni koji imaju vjestine i znanja potrebna kako bi se 
shvatio nacin na koji on funkcionira. Ne postoje ogranicenja zasticenog vlas- 
nistva koja bi iziskivala financijsku naknadu tvrtki koja je vlasnica tog softvera 
za bilo kakvu upotrebu njihova izvornog koda. Na taj se nacin izvorni kod dijeli i 
primjenjuje u razlicitim projektima. Projekt otvorenog koda otvoreno poziva 
sudionike adekvatnog znanja da pridonesu softveru svojim modifikacijama. 

Nacela otvorenog koda u proizvodnji i distribuciji softvera temelje se na 
specificnom shvacanju vlasnistva. Kako istice Weber, "otvoreni izvor radikalno 
izokrece ideju iskljucivosti kao temelj razmisljanja o vlasnistvu. Kod 
otvorenog koda vlasnistvo se u osnovi oblikuje oko prava na distribuciju, a ne 
prava na iskljucivost". 10 Taj koncept ne moze funkcionirati niti se razumjeti s 
gledista proizvodnog procesa organiziranog oko podjele rada. Naprotiv, on je 
povezan s kolaboracijskim procesom distribuirane inovacije 11 bez place kao 
motivirajuceg faktora. Takav se proizvodni proces otvoreno distribuira 
odredenom broju dobrovoljnih sudionika, koji mijenjaju izvorni kod softvera i 
po zelji odabiru zadace kako bi ga prilagodili za vlastitu ili javnu upotrebu. 12 
Kako god bilo, time sto svoje rezultate nude javnosti kao otvoreni izvor, oni 
suraduju u proizvodnji zajednickih rezultata, koji najcesce ne funkcioniraju 
kao roba, nego kao javno vlasnistvo. Stoga proizvodnja otvorenog koda 
pokazuje odredeni stupanj otpora prema ideji robe, u nastojanju da izbjegne 
trzisne odnose i osloni se na uporabnu vrijednost predmeta. 

Takoder valja istaknuti kako u kontekstu ideje otvorenog koda 
"slobodno" ne znaci nuzno nultu cijenu, nego slobodu odredenih prava. 
Najvaznije od svega, Slobodan izvorni kod je otvoren, javan i ne-vlasnicki. 13 
Njegova otvorenost omogucava svakome da proucava nacin na koji program 
funkcionira i mogucnosti njegove prilagodbe vlastitim potrebama. Javni i ne- 
vlasnicki karakter podrazumijeva javnu distribuciju softvera i priopcavanje 
modifikacija programa za dobro zajednice koja je ukljucena u njegov 
proizvodni proces, kao i bilo koga zainteresiranog za taj program i njegove 
funkcije. 14 Otvorene, javne i ne-vlasnicke karakteristike temelj su nacela 
otvorenog koda. 


Otvoreni kod u kulturnoj praksi - nekoliko primjera 

Kulturna praksa umjetnosti otvorenog koda djeluje prema nacelima 
otvorenog koda koja smo prethodno opisali. Ne postoji manifest o toj praksi 
ili nekakav katalog skupne izlozbe. Medutim, moze se zakljuciti kako iz same 
prakse proizlazi primarni temelj njezina razlikovanja u odnosu na umjetnosti 
novih medija ili suvremene umjetnicke prakse. 

Kratki animirani film Elephants Dream objavljen je 2006. kao "prvi 
otvoreni film na svijetu". 15 Njegovi izvorni materijali, svi 3D-modeli, teksture i 
zvucne datoteke dostupni su besplatno na mreznoj stranici projekta (slika i). 16 
Takoder je vazno da su oruda koristena u proizvodnji filma, prije svega 
trodimenzionalno okruzenje za racunalno modeliranje Blender 3D, redom 
programi otvorenoga koda. 17 Oba cimbenika omogucuju korisnicima da 
istrazuju nacin na kojije animirani film napravljen, buduci da imaju pristup 
njegovim proizvodnim elementima, takoder uvodeci mogucnost snimanja 
nove verzije filma ili koristenja njegovih komponenata u novim projektima. 
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15 Usp. mreznu stranicu projekta 
Elephants Dream, http://www. 
elephantsdream.org/ (20. ozujka 
2011 .) 

16 Lokacija za skidanje 
produkcijskih datoteka filma 
Elephants Dream, http://orange. 
blender.org/download (20. 
ozujka 2011.) 

17 Skup programa otvorenog koda 
za digitalno 3D modeliranje 
Blender 3D, http://www.blender. 
org/ (20. ozujka 2011.) 

18 Mrezna stranica projekta 
Glyphiti, http://artcontext.net/ 
glyphiti/index.php (19. ozujka 
2011 .) 

19 Za vise informacija o slici Glyphiti 
kao umjetnickom procesu, vidi: 
Cuckovic, Stancic, "Open Source 
in Art: Originality, Art Process 
and Digital Preservation", u: 
Digital Resources and Knowledge 
Sharing, ur. David Bawden i 
dr.,20og., str. 162. 

20 Dio mrezne stranice Glyphiti koji 
govori o projektu, http:// 
artcontext.net/glyphiti/docs/ 
about.html, (lg. ozujka 2011.). 

21 Za vise informacija o dvjema 
ulogama sudjelovanja u slici 
Glyphiti vidi: Cuckovic i Stancic, 
2Qog., str. 157-167. 


Sve to dogada se sasvim slobodno, pod uvjetom da se navede izvorni projekt. 
Kada neki kulturni predmet ima svojstvo otvorenog koda, to ne ukazuje 
nuzno na otvorenost "izvornoga koda" softvera; elementi viseg reda, kao sto 
su 3D-modeli za film Elephants Dream, mogu otkriti vise i biti potencijalno 
produktivniji. To takoder znaci da je visoki prag potrebnih programerskih 
vjestina koje su nuzne za sudjelovanje u projektu otvorenog koda donekle 
snizen. Medutim, on i dalje postoji u obliku praga koji postavljaju vjestine 
digitalnog 3D-modeliranja. Tako smo se vec dotaknuli nekoliko vaznih tocaka 
koje treba razmotriti, a to su: sto je tocno "izvor" kod nekog kulturnog 
predmeta i kakav pristup nacinu proizvodnje pruza njegova otvorenost; uvjeti 
pod kojima se takav izvor moze preuzeti i primijeniti u razlicitim proizvodnim 
procesima; te pragovi znanja, odnosno pragovi strucnosti, koji se postavljaju 
pred sudionike. 

Drugi primjer nacela otvorenog koda u kulturnoj praksi (novih medija) 
bio bi projekt Andyja Decka Clyphiti, zapocet 2001. godine. Radi se o slici koju 
je moguce vidjeti ili uredivati na njegovoj mreznoj stranici (slike 5 i 6). 18 Sama 
slika sastoji se od nekoliko cetvrtastih jedinica koje je autor nazvao "glifovi", a 
koji oblikuju rastersku strukturu od 32 x 32 elementa. Sucelje mrezne stranice 
dopusta posjetiteljima da odaberu odredeni glif i mijenjaju njegov vizualni 
sadrzaj u cetvrtastom polju slike. Stalni pristup i preinake slike na internetu 
rezultirali su razvojem tog slikovnog procesa tijekom posljednjih deset 
godina. 19 Slika je izradena u dvije boje, crnoj i bijeloj, a preinake se izvode lako, 
klikom misem kakav je dobro poznat korisnicima racunala, cime se mijenja 
boja piksela na kojemu se mis trenutno nalazi. Ta pravila interakcije utvrdena 
su izvornim kodom sucelja i same mrezne stranice. Buduci da je to projekt 
otvorenog koda, izvorni kod je dostupan za skidanje, a prati ga sljedeca 
autorova izjava u dijelu mrezne stranice "o projektu': "[...] ako vam se ne 
svidaju dane opcije, molimo vas da preinacite izvorni kod. Kopirajte ga. 
Ukradite ga. Podijelite ga. Tiskajte ga. Pretvarajte se da je vas. Nije me 
briga." 2 ° Stoga se korisnike slike moze potaknuti na dvije razlicite uloge: da 
budu sudionici u procesu ili pak koautori novog izvornog koda. 21 Otvorenost 
predmeta rezultat je svjesne odluke njegova autora ili pokretaca projekta, sto 
je u ovom slucaju takoder izrazeno Deckovom izjavom. 

Rekao bih da je u oba primjera cinjenica da su integrirali nacela 
otvorenog koda u najmanju ruku jednako vazna za cijeli rad kao i cinjenica 
medija koji su odabrali. Njihova narav otvorenog koda dopusta pojavu tih 
predmeta ili njihovih elemenata u sasvim drugacijem mediju ili kontekstu. To 
nije tek jedna od zanimljivih tehnickih inovacija ili fenomena digitalnog doba, 
koje umjetnici novih medija prihvacaju i primjenjuju u svojim kreativnim 
istrazivanjima medija. Naprotiv, koncept otvorenog koda posljedica je nacina 
na koji svijet softvera pristupa odredenim pitanjima vezanim uz (vlasnicka) 
prava te vrijednostima i strategijama djelovanja koje sam naveo u 
prethodnom odjeljku. Kada su neki projekti iz svijeta umjetnosti novih medija 
prigrlili nacela otvorenog koda, oni su time naslijedili i odredenu kulturnu 
politiku u pogledu tih pitanja, a ne samo sredstva za eksperimentiranje 
medijskom tehnologijom. Upravo je specificna strategija u pogledu njihova 
izvornog materijala ono sto te primjere odvaja od slicnih projekata na 
podrucju novih medija ili suvremene umjetnosti. 

Unatoc opcem uvodu u nacela i primjere umjetnosti otvorenog koda, jos 
uvijek se nalazimo na nejasnom podrucju u pogledu prakse, ponajvise zato 
sto nam nedostaje jedno nuzno orude, a to je model s pomocu kojega bismo 
mogli analizirati kategoriju izvora unutar nekog predmeta. Koji je tocno izvor 
nekog kulturnog predmeta, sto to znaci kada kazemo da je "otvoren" i u 
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kakvom je odnosu ta kategorija prema kulturnom predmetu u cijelosti? Osim 
toga, sto za estetiku i drustvene uvjete njegove recepcije znaci ta specificna 
konfiguracija predmeta iz koje proizlazi njegovo svojstvo otvorenog koda? 


22 Rosalind Krauss, A Voyage in the 
North Sea. Art in the Age of the 
Post-Medium Condition, 1999. 

23 Za veoma koristan prikaz raznih 
postmedijskih rasprava, 
ukljucujuci one Weibela i 
Manovicha, vidi: Domenico 
Quaranta, Media, New Media, 
Postmedia, 2010. Zadnjeje 
poglavije ponovno objavljeno na 
engleskom u sijecnju 20m. na 
Rhizome.org. 

24 Rosalind Krauss, A Voyage in the 
North Sea. Art in the Age of the 
Post-Medium Condition, 1999. 

25 Usp. Peter Weibel, "The Post¬ 
media Condition", 2006., str. 14. 

26 Za vise informacija o kipu 
napravljenom digitalnom 
tehnologijom, vidi: Cuckovic, 
Boris. "Razmatranje skulpture 
ostvarene digitalnom 
tehnologijom: problem 
originala, modela i unikata", 
Anali Galerije Antuna 
Augustincica: Original u skulpturi, 
zbornik konferencije, ur. B. 
Pejkovic, 271-288. Klanjec: MHZ, 
Galerija Antun Augustincic, 2010. 

27 Manovich, "Post-media 
Aesthetics" (2000. - ), str. 2. 


Umjetnost otvorenog koda u postmedijskoj perspektivi 

Umjetnost otvorenog koda prakticira se u raznoraznim medijskim formama 
poput digitalne animacije, slika, mreznih stranica, racunalnih igara i tako 
dalje. Stoga ona nije vezana za odredeni medij ili format, a njezinu 
specificnost ne bi trebalo izvoditi iz te osnove. AN koncept otvorenog koda 
ipakje pridruzen predmetu, i to ne samo njegovu sadrzaju, buduci da 
podrazumijeva specificnu konfiguraciju predmeta, koja pokusava sprijeciti 
mogucnost njegove komodifikacije i omogucava njegovu javnu distribuciju 
putem interneta. Buduci da umjetnost otvorenog koda primjenjuje digitalne 
tehnologije koje, kakoje ustvrdio Peter Weibel, simuliraju sirok raspon 
razlicitih medija, mislim da ju se moze s pravom smatrati manifestacijom 
postmedijske situacije, koja se odvojila od medijski specificne tradicije. 

Nadalje, taj okvir ne razdvaja prakse od njihova predmeta kako bi se 
specificnost trazila iskljucivo u njihovu kontekstu ili sadrzaju. Kao takav, 
postmedijski argument tvori prikladan referentni okvir za artikuliranje 
specificnosti umjetnosti otvorenog koda. 

AN na sto se odnosi pojam postmedijskoga? Oslanjam se na tekstove 
utjecajne povjesnicarke umjetnosti Rosalind Krauss o postmedijskoj situaciji, 22 
kao i na postmedijsku diskusiju koju vode istrazivaci novih medija Peter 
Weibel i Lev Manovich. 23 Termin "postmedijski" iskovalaje Rosalind Krauss, a 
odrazava zamiranje koncepta medijske specificnosti. 24 Odnosi se na nacin na 
koji je medij umjetnickih praksi izgubio sredisnji polozaj koji je zauzimao u 
Creenbergovu konceptu suvremene umjetnosti. Takoder se bavi situacijom u 
kojoj odredene prakse, poput umjetnickih instalacija, koriste nekoliko 
razlicitih medija i to ponekad u isto vrijeme, sto znaci da se njihova 
specificnost ne moze pronaci na razini fizickog medija. 

Istrazivaci novih medija ponekad se bave istim ili slicnim pitanjima u 
sklopu postmedijske rasprave, zbog cega ih je moguce ukljuciti i u raspravu s 
onima koji zastupaju glediste povijesti umjetnosti. U tom kontekstu termin 
"postmedijski" koriste Weibel i Manovich. Weibel je usredotocen prvenstveno 
na tehnicki aspekt postmedijske situacije, gdje "nijedan pojedinacni medij vise 
nije dominantan; umjesto toga, razni mediji utjecu jedni na druge i 
medusobno se odreduju." 25 Cini se da proizvodni proces kulturnih predmeta 
otvorenog koda osigurava platformu za takvo "mijesanje medija" i da je sam 
po sebi izraz i simptom takve situacije. Na primjer, 3D-model iz filma 
Elephants Dream moze se iskoristiti u drugoj animaciji, ali i u digitalnoj slici, 
tiskanoj slici ili cak otisnut kao fizicka skulptura. 26 

Manovich govori o duzem povijesnom kontinuitetu dovodenja koncepta 
medija u pitanje: najprije ga je u pitanje doveo razvoj novih umjetnickih jezika 
(asemblaza, happeninga, instalacije itd.), a zatim dolazak (novih) medija, koji 
su se sukobili s uobicajenom definicijom umjetnickog medija i s tradicional- 
nim metodama cirkuliranja i distribuiranja umjetnosti. 27 Treci je udarac dosao 
od digitalne revolucije, kada je racunalo nametnulo vlastite operacije svim 
medijima, poput kopiranja i lijepljenja, morfinga ili interpolacije. Te se 
operacije mogu primijeniti na fotografiju, slike, zvukove i pokretne slike, 
neovisno o mediju - time se zamagljuje razlika izmedu fotografije i slikarstva, 
kao i izmedu filma i animacije. 28 
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lako umjetnost otvorenog koda pokazuje kako su odredene "vertikalne" 
granice izmedu medija doista nestale, problem s tom argumentacijom jest da 
ona ne priznaje u potpunosti drustvene i kulturne kodove koji jos uvijek 
uvelike utjecu na recepciju estetskih predmeta. Digitalna animacija jos uvijek 
se dozivljava drugacije od rukom crtane animacije, cak i ako se obje 
reproduciraju preko racunala. Za ovu je raspravu jednako vazno i to da te 
tvrdnje ne nude nikakve konkretne metode za identifikaciju specificnosti 
praksi u toj situaciji. Kakvi odnosi elemenata unutar predmeta proizvode 
postmedijsku situaciju? Sto usmjerava vektore odnosa predmet-primatelj? 
Postmedijska argumentacija ogranicena je neodredenoscu svojih predodzbi i 
koncepata. Zeli li ikada stvoriti uvjerljiv okvir za promatranje praksi 
suvremene umjetnosti, morat ce osigurati analiticko orude kojim ce se moci 
ukazati na manifestacije te situacije unutar samih predmeta. 


28 Manovich, str. 3. 

29 Terry Eagleton, The Ideology of 
the Aesthetic, 1990. 

30 Usp. Eagleton, str. 328. 

31 Usp. Walter Benjamin, The Origin 
of German Tragic Drama, 1977., 
str. 34, citirano u: Eagleton, 
1990., str. 328. 


Prema postmedijskom predmetu: model “izvora i izvrsitelja" 
kulturnog predmeta 

Predlozio bih novi teorijski model kulturnog predmeta, koji je sposoban 
razumjeti specificnosti postmedijske situacije unutar nekog predmeta, kao 
primarno analiticko orude u razmatranju postmedijskih praksi. lako to ne bi 
moglo posluziti kao njegova izravna metodoloska podloga, mogli bismo se 
prisjetiti, kao neke vrste dubinske motivacije za takav pothvat, sna Waltera 
Benjamina o obliku kritike koja bi bila toliko dubinski imanentna da bi ostala 
potpuno uronjena u svoj predmet. 29 Kako je Terry Eagleton jezgrovito 
istaknuo, za Benjamina ideja "nije ono sto stoji iza fenomena kao nekakva 
uoblicujuca bit, nego nacin na koji se predmet konceptualno konfigurira u 
svojim razlicitim, ekstremnim i proturjecnim elementima". 30 Ovdje se ideja 
koncepta otvorenog koda shvaca kao ono sto bi Benjamin nazvao 
sazvijezdem. "Ideje su za predmete ono sto su sazvijezda za zvijezde", poetski 
je ustvrdio. 31 Buduci da kategoriju izvora cini analiticki pojmljivom, ovaj ce se 
model primijeniti i u ocitovanju primjera umjetnosti otvorenog koda i u 
otkrivanju odnosa inherentnih objektu koji pokazuje postmedijsku situaciju. 

Model "izvora i izvrsitelja" koji predlazem razlikuje kategorije izvora i 
izvrsitelja unutar nekog kulturnog predmeta. Te se kategorije dovode u odnos 
putem trece kategorije - proizvodnog procesa. U racunalnoj znanosti termin 
"izvor" ( source ) obicno se odnosi na izvorni kod softvera. U razmatranju 
kulturnog predmeta elementi visega reda mogu preuzeti ulogu koju izvorni 
kod ima za svoj softver (kao sto je slucaj bio s 3D-predmetima i teksturama u 
filmu Elephants Dream). U ovdje predstavljenom modelu termin "izvor" 
oznacava sve strukturalne elemente koji su nuzni za taj specificni kulturni 
predmet. Ti elementi mogu biti dio jedne ili obiju sljedecih dviju razina izvora, 
prikazanih na tradicionalnom kulturnom predmetu kao sto je mramorni ili 
broncani kip. 

Prvaje materijalna razina izvora, koja ukljucuje svaki pojedini medij ili 
materijal koristen tijekom proizvodnog procesa. To moze biti komad 
mramora iz kojega je kip izraden, ili pak gips i bronca koji se koriste u procesu 
odlijevanja broncanoga kipa. Druga je razina organiziranog oblikovanja 
potrebnih strukturalnih elemenata i njihovih odnosa unutar kulturnog 
predmeta. Na toj su razini postmedijska situacija i racunalo kao univerzalni 
stroj proizveli mozda najvise transformacija. Broncani kip danas se moze 
proizvesti natemelju racunalne datoteke, baze podataka njegovih koordinata 
u troosovinskom koordinatnom sustavu. Takva bi datoteka bila dobar primjer 
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organizacije oblikovanja izvora na ovoj razini, ali treba takoder naglasiti kako 
je ta razina bila prisutna i kod povijesnih (pred-digitalnih) kulturnih predmeta. 
Ustvari, glineni model prema kojemu ce se izraditi broncani odljev funkcionira 
kao isti takav koncept organiziranog oblikovanja koji definira konacni odljev i 
koji je stoga prisutan u toj skulpturi. 

"Izvrsitelj" oznacava nacin izvrsenja ili izvodenja izvora. Preuzeo sam 
ovaj termin iz diskursa u kojemu najcesce oznacava osobu koja nesto vrsi ili 
izvodi, obicno glazbeno djelo. Ta rijec takoder obuhvaca oznaku ".exe" za 
datoteke svakog racunalnog programa koje "izvrsavaju" ili "pokrecu" izvorni 
kod. Svaki izvorni materijal nekog kulturnog predmeta morao je biti izvrsen ili 
izveden na neki nacin kako bi se proizveo predmet kao takav. To vrijedi i za 
radove Marcela Duchampa tipa ready-made, buduci da su morali biti 
rekontekstualizirani kako bi stekli svoj status, te stoga imaju vlastiti nacin 
"izvrsenja" izvora. U slucaju tradicionalnog, staticnog kulturnog predmeta ta 
bi kategorija obuhvatila vec izvrseni ili izvedeni izvor, kao sto je slucaj s ranije 
spomenutim broncanim odljevom. Stoga je, buduci da povijest umjetnosti 
vise zanimaju takvi izvrsitelji, bilo lako zanemariti odredene transformacije 
koje se dogadaju na razini izvora kulturnih predmeta. No vratimo se 
problemu izvrsitelja: prijelaz s umjetnickog djela na umjetnicki proces do 
kojegaje doslo u 20. stoljecu, dao je ovom nacinu izvrsavanja ili izvodenja 
izvora vremensku dimenziju unutar koje se mogao razviti, kao sto je bio 
slucaj, na primjer, s performansom ili generativnom digitalnom umjetnoscu. 
Nekoliko suvremenih primjera odnosa izvora i izvrsitelja ukljucivalo bi: 
elektronsku ili tiskanu sliku kao izvrsitelja apstraktnog racunalnog koda kao 
svog izvora; digitalnu animaciju kao izvrsitelja 3D-predmeta, skripte, teksture 
i zvukove njezina izvora; te .exe datoteku racunalne igre u tijeku kao 
izvrsitelja izvornih datoteka te igre. 

Postmedijska situacija moze se shvatiti kao povecana mogucnost 
diferencijacije izvora i izvrsitelja unutar kulturnog predmeta. U slucaju 
tradicionalnih kulturnih predmeta poput mramornoga kipa nemoguce je 
potpuno razluciti izvrsitelja s jedne strane te izvor s druge. Oni su blisko 
povezani cak i kod digitalnih kulturnih predmeta, ali umjetnicke prakse poput 
umjetnosti otvorenog koda ukazuju na mogucnost pristupanja jednoj od tih 
kategorija odvojeno, a time i na mogucnost otvaranja polja postmedijskih 
mogucnosti kakve su opisali Weibel, Manovich i Quaranta. 

Vazno je istaknuti da kategorija izvora u ovom modelu nije unaprijed 
odredena, nego se uspostavlja tijekom proizvodnog procesa, onime sto 
postaje nuznim za izvrsitelja. S druge strane, izvrsitelj se takoder odreduje 
tijekom proizvodnog procesa, onime sto je moguce i sto dopusta izvor. Ovaj 
model ne predstavlja kategorije kulturnog predmeta kao hijerarhijski staticne 
veze, buduci daje priroda njihovih dinamicnih odnosa bitno dijalekticka. 


Izvrsitelj 

Kulturni predmet Proizvodni proces 

Izvor 


Ovaj nam model pruza odredeno teorijsko polje na kojemu mozemo djelovati 
nakon sto se odmaknemo od medijski zasnovanih tipologija. Postmedijska 
situacija oduzima nadmoc klasifikacijama kulturnih predmeta iskljucivo 
prema mediju izvrsitelja, trazeci drugacije nacelo. Cini se da specificnost 
postmedijskih praksi ima neke veze s nacinom na koji su kategorije izvora i 
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izvrsitelja medusobno povezane. Koristim model "izvora i izvrsitelja" kao 
prijedlog artikulacije specificnosti postmedijskih praksi, suprotstavljajuci se 
time argumentima "univerzalne" postmedijske situacije ili srusenih 
"vertikalnih granica" izmedu praksi. Ona vrsta specificnosti koja se artikulira 
kroz model "izvora i izvrsitelja" moze, na primjer, razlikovati kip izraden 
digitalnim tehnologijama od tradicionalnog (fizickog) kipa, umjesto da ih 
sazima u isti medij. Njihov odnos izvora i izvrsitelja presudno se razlikuje. Na 
slican nacin se umjetnost otvorenog koda artikulira kao specificna praksa, sto 
znaci da Elephants Dream nije odraz iste prakse kao i konvencionalna 
digitalna animacija, ili da je slika Clyphiti drugacija od neke suvremene 
digitalne slike ili mrezne stranice kao masovne kulturne forme. Upravo je 
njihovo stanje otvorenog koda, koje se izrazava na postmedijskoj razini 
njihove strukture, kao i njene drustvene i kulturne posljedice, ono sto ih 
kljucno odreduje. 


Zakljucak 

Osim sto artikuliranjem umjetnosti otvorenog koda mapiramo suvremenu 
kulturnu praksu, takoder dobivamo svjez pogled na odnose i procese 
postmedijske situacije. Specificnost te prakse sastoji se u osobitoj 
konfiguraciji njezina odnosa izvora tj. izvornog koda i izvrsitelja koju 
karakterizira potpuno odvajanje i istodobna javna distribucija, kako izvora, 
tako i izvrsitelja djela. Tu pociva strukturalna mogucnost za smanjenje 
razmjenske vrijednosti postmedijskog predmeta i za suprotstavljanje njegovu 
svodenju na oblik robe, sve dok se njegov izvor moze javno distribuirati 
putem interneta, sto od njega zahtijeva da bude u digitalnom formatu. Nacin 
javnog dijeljenja i distribucije umjetnosti otvorenog koda dio je nuznih 
preduvjeta njegove recepcije. Tako se, parafraziramo li tvrdnju Waltera 
Benjamina o fotografskoj mehanickoj reprodukciji, kvantitativno svojstvo 
masovne reprodukcije, umnozavanja i distribucije digitalnog kulturnog 
predmeta pretvara u kvalitativna svojstva digitalnog javnog vlasnistva. Ono 
sto ostaje jest drustveno uvjetovana odluka da se upotrijebi takva 
konfiguracija predmeta kao "otvorenog koda". 

Umjetnost otvorenog koda nudi veoma zanimljiv pristup svome nacinu 
proizvodnje. U povijesti se takav pristup obicno postizao tako sto bi se 
materijalnost prakse ucinila vidljivom u samom djelu, kao sto je, na primjer, 
bio slucaj sa sovjetskom kinematografijom. Kada bismo zeljeli ukljuciti model 
"izvora i izvrsitelja" u tu kriticku perspektivu, mogli bismo dodati da to 
iziskuje da materijalnost prakse bude vidljiva u izvrsitelju djela. Ali izvrsitelj 
animiranog filma Elephants Dream, naime sama digitalna animacija, ne pruza 
takav izravni uvid u svoj nacin proizvodnje. Ipak, Elephants Dream omogucuje 
pristup svojoj materijalnosti tako sto izvorni materijal filma cini dostupnim 
javnosti. Time sto je objavio izvorni materijal, film Elephants Dream omogucio 
je uvid u sve svoje konstruktivne elemente, od polozaja kamera ili osvjetljenja 
u odredenom kadru do tekstura i 3D-modela koji su u njemu primijenjeni. 
Ukratko receno, ovdje se radi o vizualnom sustavu koji smjesta primatelja 
kulturnog predmeta u procjep izmedu izvora i izvrsitelja - a to je prostor koji 
se otvorio u postmedijskoj situaciji. 

U uvjetima kulturnog javnog vlasnistva koji omogucuju pristup 
proizvodnom procesu, umjetnost otvorenog koda postiglaje mnogo u 
promjeni ravnoteze izmedu autora i publike, no samo kako bi zapala u 
temeljno proturjecje izmedu svoje deklarirane participacijske otvorenosti i 
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svoje karakteristike strucnog oblika prakse. Medutim, cak i ako vecina 
korisnika ne posjeduje potrebnu razinu strucnosti, na njih ipak utjecu 
posljedice njezina stanja otvorenog koda. 

Umjetnost otvorenog koda izravno je povezana s konceptom otvorenog 
koda svijeta softvera, koji vodi u siru politicku napetost izmedu vlasnickih 
prava i privatizacije sjedne strane, te javnog vlasnistva i zajednistva s druge. 
Povijesni konstituenti te politicke situacije materijaliziraju se u umjetnickim 
djelima otvorenog koda. Nacin na koji umjetnost otvorenog koda konfigurira 
izvor unutar kulturnog predmeta nije proizvoljno tehnolosko pitanje, nego je 
ono drustveno i povijesno odredeno. Nacin na koji koncept otvorenog koda 
shvaca predmet softverske proizvodnje preveden je u kulturnu proizvodnju. 
Od primarne razine (otvorene) strukture predmeta do nacina na koji postupa 
s pravnim pitanjima licenciranja, umjetnost otvorenog koda istice mogucu 
transformaciju kulturne proizvodnje s obzirom na vlasnicki nacin proizvodnje. 
U toj intrigantnoj ulozi umjetnost otvorenog koda ima ucinak koji se slaze sa 
zadacom koju je pred suvremene kulturne prakse postavio teoreticar 
umjetnosti i aktivist Brian Holmes. Onje istaknuo kako umjetnost stavljena u 
scenografiju odredenog drustvenog stanja ima mogucnost "oznaciti moguci 
ili stvarni pomak s obzirom na zakone, obicaje, mjere, drustvena pravila te 
tehnicka i organizacijska sredstva koja odreduju kako se moramo ponasati i 
kakav odnos mozemo imati jedni prema drugima u odredenom [povijesnom 
trenutku]". 32 Umjetnost otvorenog koda ostvaruje tu zadacu tako sto 
predlaze alternativu vlasnickom nacinu proizvodnje te dominantnim 
kulturnim konvencijama distribucije i recepcije vizualnog predmeta. Ona 
pokazuje kako suvremeni (digitalni) kulturni predmet moze funkcionirati kao 
zajednicko javno vlasnistvo. 

Umjetnost otvorenog koda ukazuje na razlicite mogucnosti proizvodnje 
i recepcije unutar pejzaza postmedijske situacije. Umjesto da isticem 
tehnikalije koda ili hardvera, pokusao sam potvrditi konceptualno 
razumijevanje kulturnog predmeta nakon digitalnog obrata kroz model 
"izvora i izvrsitelja". Smatram da takav nacin istrazivanja otvara mogucnost 
prepoznavanja praksi i bavljenja njima najos neodredenom podrucju 
suvremene postmedijske situacije. 


32 Brian Holmes, Escape the 
Overcode: Activist Art in the 
Control Society. Eindhoven: Van 
Abbemuseum, 2009., str. 13-14. 
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Articulating 
Open Source 
Art and the 
Object of 
Post-Medium 
Situation 01 


Boris Cuckovic 


oi This text presents selected 
modified sections from my 
thesis written between 2010 and 
2on at Leiden University in the 
Netherlands, under the title 
"Problems of Specificity and 
Production in the Post-Medium 
Condition: The Open Source 
Art". Here I would like to thank 
my mentors, Eric de Bruyn and 
Kitty Zijlmans, for their 
dedicated support, comments 
and hours spent in engaging 
discussions. 

02 cf. Massimo De Angelis, quoted 
in: David Harvie, 2004, p. 2. 

03 cf. Siva Vaidhyanathan, "Open 
Source as Culture/Culture as 
Open Source," in: Open Source 
Annual (2005), p. 2. Available 
online at: http://papers.ssrn. 
com/sol3/papers.cfm?abstract_ 
id=7i3044 (5 June 2on). 
Vaidhyanathan also gives 
examples of "companies as 
powerful and established as IBM 
[which] boast of using LINUX 
operating systems in servers." 
The LINUX system is a seminal 
example of open source 
software. 

04 Vaidhyanathan, p. 2. 


Introduction 

iscussions regarding the problem of the commons 
and property rights constitute one of the hottest 
topics of our times. In a nutshell, the idea of the 
commons, as articulated by political economist 
Massimo de Angelis, stands for "alternative, non- 
commodified means to fulfill social needs," and 
involves social practices of human exchange that 
are not reduced to market form. 02 It also includes 
modes of sharing the common property, thus standing in direct opposition 
with the concept of private property rights. 

A vital impulse in developing the concept of the commons in theory, 
and even more so in practice, came from the software world in the form of 
the open source idea. It involves a set of principles regarding production and 
distribution of software which transform it into a shared common. As 
cultural historian and media scholar Siva Vaidhyanathan points out, 
publications "as conservative as The Economist have pronounced open source 
methods 'successful' and have pondered their applicability to areas of 
research and development as different from software as pharmaceutical 
research." 03 He concludes that the open source concept can challenge the 
entrenched status quo: the proprietary model of technological production. 04 
That may be a somewhat brave premise in the contemporary capitalist social 
context and should be taken with a dose of skepticism, but I still consider the 
open source concept to have the potential to test some of the ideological 
assumptions regarding the proprietary model of production in the digital 
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context. This mode of examining the ideological grounds is precisely what 
social art historian T.J. Clark recognized as the possibility (and task) of the 
process of artistic production. 05 It seemed plausible to conduct research that 
would seek to locate some examples of open source application in cultural 
production. 

There are certain cultural objects that grasp the discussed historical 
constituents, both regarding the position of the commons in society in 
general and the concept of the open source in particular, and translate them 
into issues of cultural production. Based on these examples I articulate and 
define Open Source Art as a field of contemporary cultural practice. It should 
be pointed out that the term 'Open Source Art' is sporadically used on the 
web, but never clearly articulated and defined. Open source software 
developer and artist Jon Philips published a short survey of Google search 
results of the term 'Open Source Art' and reached the same conclusion, 
emphasizing there is an evident need for such a category, although it lacks 
any clear contours. 06 In this sense, this task presents an original object of 
research. 

This text is a part of a wider research conducted during my studies at 
the Leiden University. It will not systematically deal with numerous aesthetic 
and political issues posed by what I define as Open Source Art, though some 
will necessarily be briefly observed. Instead, here I will focus on how this 
practice understands its object and how this can aid in locating the specificity 
of practices in the amorphous field of contemporary cultural production. 


05 T.J. Clark, "The Conditions of 
Artistic Creation," in: Time 
Literary Supplement, 24 May 
1974 , PP- 561-2. 

06 Jon Phillips, "What is Open 
Source Art?" 2004 (full Internet 
address available in the 
References section). 

07 "open-source." Oxford 
Dictionaries. 2011. http:// 
oxforddictionaries.com (15 
March 2on). 

08 cf. Steven Weber, The Success of 
Open Source, 2004, p. 224 


What is Open Source? 

In order to discuss Open Source Art, we will need to operate with a general 
grasp of the basic principles of the open source concept, where this idea 
comes from and what is it about. According to Oxford Dictionaries, the term 
'open-source' is an adjective used in computer science which denotes 
"software for which the original source code is made freely available and may 
be redistributed and modified." 07 As a starting point, this definition is helpful 
as it points to the direction of the software domain from where the term 
originates, but does not reveal how the specific state of software it 
designates came to be. Political economist Steven Weber offers a somewhat 
different view on the matter, stating that open source is not just a piece of 
software but rather "a way of organizing production, of making things 
jointly." 08 He also provides an accessible explanation of the role a source code 
has for its software: 

Source code is a list of instructions to make up the "recipe" for a 
software package. [...] Most commercial software is released in machine 
language or what are called "binaries" - a long string of ones and zeros 
that a computer can read and execute, but a human cannot [effectively] 
read. The source code is basically the recipe for the binaries; and if you 
have the source code, you can understand what the author was trying 
to accomplish when she wrote the program - which means you can 
modify it. If you have just the binaries, you typically cannot either 
understand or modify them. Therefore, shipping binary code is a very 
effective way for proprietary software companies to control what you 
can do with the software you buy. 09 


09 cf. Weber, p. 4. 
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10 cf. Weber, p. i6. 

11 Distributed innovation is also 
known as user generated 
innovation. MIT professor of 
Technological Innovation Eric 
von Hippel emphasized the 
users, instead of manufacturers, 
as the main generators of novel 
innovations in the Digital Age, 
because of their experience of 
novel needs. Moreover, 
individual users do not have to 
develop everything they need 
on their own: they can benefit 
from innovations developed and 
freely shared by others. In this 
manner, and especially over 
networks such as the Internet, 
innovation can be distributed. 
Von Hippel, 2005. For more 
insight into the economic and 
organizational characteristics of 
'distributed innovation' see: 
Sawhney and Prandelli, 2000; 
Kogut and Metiu, 2001. 

12 In this general outline of the 
open source concept of software 
and its production, I will not 
engage further into the complex 
of motivational factors 
influencing individual 
participants. For more 
information on this see: Weber, 
"Chapters: What Is Open Source 
and How Does It Work?," in: The 
Success of Open Source, 2004, 
pp. 54 - 94 - 

13 Weber, p. 5. According to the 
Oxford Dictionaries, the term 
'nonproprietary' is an adjective 
which signifies something "not 
registered or protected as a 
trademark or brand name", and 
especially in terms of computer 
software something 
"conforming to standards that 
are in the public domain or are 
widely licensed." http:// 
oxforddictionaries.com (16 
March 2011). 

14 This kind of consideration of 
"freedoms" in the context of 
software derives from Richard 
Stallman's view on free 
software, articulated in his "Free 
Software Definition". I am aware 
of the debates led in the 1990s 
around the very term of 'open 
source' in which Stallman 
argued for the term 'free 
software.' However, since open 
source became the prevalent 
term, and in order to bring this 
concept closer to the reader not 
familiar with specific discussions 
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Following this statement, if the source code of a software is publicly available 
and free of charge, then this software can be distributed under the same 
terms, shared by all its users and the public domain in general. This is what 
frequently happens in the software world if the "recipe" is of an open source 
nature. It also means that such software can be modified by those who have 
the required skill and knowledge to understand how it works. There is no 
branded property restriction which would require financial retribution to the 
proprietary software company for any use of their source code. In that way, 
the source code is shared and employed in different projects. An open source 
project openly invites participants of adequate knowledge to contribute with 
their modifications of the software. 

The open source principles of software production and distribution are 
based on a particular understanding of property. As Weber points out, "open 
source radically inverts the idea of exclusion as a basis of thinking about 
property. Property in open source is configured fundamentally around the 
right to distribute, not the right to exclude." 10 This concept cannot function 
or be understood from a perspective of a production process organized 
around a division of labor. Rather, it connects to a collaborative process of 
distributed innovation 11 without wage as a motivating factor. Such a 
production process is openly distributed to a number of voluntary 
participants that modify the source of the software, voluntarily selecting 
tasks, in order to customize it for their own or public use. 12 In either way, by 
making their results open source and public, they collaborate in a production 
of a shared output, which most often does not function as a commodity, but 
as a common. Thus an open source production process demonstrates a 
certain degree of resistance towards the commodity form in an attempt to 
escape the market relations and rely on use value of objects. 

It should also be pointed out that "free" in the context of the open 
source idea does not necessarily mean a zero price, but a freedom of certain 
rights. Most importantly, free source code is open, public, and nonpropri¬ 
etary. 13 Its openness allows one to study how a program works and the 
possibility of adapting it to one's own needs. The public and nonproprietary 
character involves public distribution of software and sharing of program 
modifications for the benefit of the community involved in its production 
process, as well as anyone interested in that program and its functions. 14 The 
open, public and nonproprietary characteristics form the basis of open source 
principles. 


Open Source in Cultural Practice - Introduction of Examples 

A cultural practice of Open Source Art operates along the open source 
principles described above. There is no manifest of this practice or a 
catalogue of group exhibition. However, one may infer that from practice 
itself arises the primary basis for its distinction among new media art or 
contemporary art practices. 

The animated short film Elephants Dream was released in 2006 as "the 
world's first open movie." 15 Its source materials, all the 3D models, textures 
and audio files, are freely available for download from the site of the project 
(figure i). 16 What is also important, the tools used to produce it, mainly the 
tri-dimensional computer modelling environment Blender 3D, are open 
source programs. 17 Both factors make it possible for the recipients to explore 
how this animated movie is made by accessing its production elements, and 
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of the software world, I am 
intentionally digesting both 
perspectives into the form in 
which they are most commonly 
understood today. 

15 cf. Elephants Dream web site, 
http://www.elephantsdream. 
org/ (20 March 2011). 

16 Download location of Elephants 
Dream production files, http:// 
orange.blender.org/download 
(20 March 2011). 

17 Blender 3D, an open source 
digital 3D modeling suite, 
http://www.blender.org/ (20 
March 2011). 

18 The Clyphiti project webpage, 
http://artcontext.net/glyphiti/ 
index.php (19 March 2011). 

19 For more on the Clyphiti image 
as an art process see: Cuckovic, 
Stancic, "Open Source in Art: 
Originality, Art Process and 
Digital Preservation," in: Digital 
Resources and Knowledge 
Sharing, ed. David Bawden et 
al.,20og, p. 162. 

20 'About' segment of the Clyphiti 
web site, http://artcontext.net/ 
glyphiti/docs/about.html, (lg 
March 2011) 

21 For more on these two roles of 
participation in the Glyphiti 
image see: Cuckovic, Stancic, 
2Qog, pp. 157-167. 


also introduce the possibility of re-making the movie or use its components 
in new projects. This occurs completely free of charge, provided that 
attribution to the original project is given. For a cultural object, having an 
open source quality does not necessarily point to the openness of the "source 
code" of the software; elements of a higher order, as in the example of the 
Elephants Dream's digital 3D models, can be more revealing and potentially 
productive. This also means that the high threshold of required programming 
skills necessary for participation in an open source software project is 
somewhat lowered. It is, however, still existent in the form of the threshold 
posed by skills of digital 3D modelling. Here we have already touched a 
number of important points which are to be considered: just what is a 
'source' for a cultural object and what kind of access to the mode of 
production does its openness provide; the terms under which such a source 
can be appropriated and employed in different production processes; the 
knowledge thresholds, or effectively skill thresholds, placed upon the 
participants. 

Another example of open source principles in (new media) cultural 
practice would be Andy Deck's Clyphiti project, started in 2001. It is an image 
available to be seen or edited through its Internet webpage (figures 5 and 
6). 18 The image itself is composed out of several square units, named 'glyphs' 
by the author, which form a grid structure of 32 x 32 elements. The interface 
of the webpage allows for visitors to select a certain glyph and modify its 
visual content in that square area of the image. The constant access and 
modifications of the image on the Internet have resulted in an image-process 
unfolding over the last ten years. 19 The image is made in two colors, black and 
white, and modifications are carried out easily, with a computer users' 
familiar action of a click of a mouse, which alters the color of the pixel under 
a mouse pointer. These rules of interaction are determined in the source code 
of the interface and the webpage itself. Since this is an open source project, 
this source code is made available for download and accompanied with the 
following author's statement in the 'About' segment of the web site:"[...] if 
you don't like the options given to you, please revise the source code. Copy it. 
Steal it. Share it. Print it. Pretend it's yours. I don't care." 20 Therefore, the 
recipients of the image can be activated into two different roles: participants 
of the process, or co-authors of a new source code. 21 The open source quality 
of an object is the result of a conscious decision of its author or initiator of 
the project, in this case also manifested in Deck's statement. 

For each of these examples, I would argue that the fact that they 
integrate the open source principles is at least as important for the whole 
work as the fact of their chosen medium. Their open source nature allows for 
instances of these objects or their elements in a completely different medium 
or context. This is not merely one of the interesting technical innovations or 
phenomena of the Digital Age which new media artists accept and employ 
within their creative explorations of the medium. Rather, the open source 
concept is a consequence of how the software world engaged particular 
issues regarding (property) rights, values and policies pinpointed in the 
previous section. When some projects from the new media art world 
embraced the open source principles, they also inherited particular cultural 
politics regarding those issues, and not only a means to experiment with 
media technology. A specific politics regarding their source material is what 
sets these examples apart from similar new media or contemporary art 
projects. 
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Despite a general introduction of the principles and examples of Open 
Source Art, we still inhabit a vague area of practice, mainly because we lack 
the essential tool of a model which could analyze the category of the source 
within an object. Just what is the source for a cultural object, what does it 
mean that it is "open", and how does this category relate to the whole of a 
cultural object? And also, what does this specific configuration of an object, 
from which its open source quality comes forth, mean for the aesthetic and 
social conditions of its reception? 


22 Rosalind Krauss, A Voyage in the 
North Sea. Art in the Age of the 
Post-Medium Condition, 1999. 

23 For a very useful outline of 
various postmedia arguments, 
including those of Weibel and 
Manovich, see: Domenico 
Quaranta, Media, New Media, 
Postmedia, 2010. Final chapter 
republished in English in January 
2on on R hizome.org. 

24 Rosalind Krauss, A Voyage in the 
North Sea. Art in the Age of the 
Post-Medium Condition, 1999. 

25 cf. Peter Weibel, "The Post¬ 
media Condition," 2006, p. 14. 

26 For more information on 
sculpture made with digital 
technologies see: Cuckovic, 
Boris. "On Digitally Created 
Sculpture: The Problem of the 
Original, Model and Unique 
Piece" [Croatian title: 
Razmatranje skulpture ostvarene 
digitalnom tehnologijom: 
problem originala, modela i 
un/kata], in: Annals oftheAntun 
Augustincic Gallery: Original in 
Sculpture, conference 
proceedings, edited by Pejkovic, 
B., pp. 271-288. Klanjec (Croatia): 
MHZ, Antun Augustincic Gallery, 
2010 . 


Open Source Art in the Post-medium Perspective 

Open Source Art is found practiced in a variety of media forms, such as digital 
animation, images, web sites, games, etc. Therefore, it is not tied to a 
particular medium or format, and its specificity should not be extrapolated 
from this basis. But the open source concept is still attached to the object, 
and not just to its content, as it involves a specific configuration of the object 
which attempts to prevent the possibility of its commodification and allows 
for its public distribution via the Internet. Since Open Source Art employs the 
digital technologies which, as Peter Weibel argued, simulate a wide range of 
diverse media, I find it plausible to consider it as a manifestation of the post¬ 
medium condition which is divorced from a medium-specific tradition. 
Furthermore, this framework does not separate practices from their object in 
order to seek the specificity exclusively in their context or content. As such, 
the post-medium argument will form a suitable frame of reference for 
articulating the specificity of Open Source Art. 

But what does the notion of the post-medium refer to? I rely on the 
writings of influential art historian Rosalind Krauss regarding the post¬ 
medium condition, 22 and also on the post-media argument as employed by 
new media scholars Peter Weibel and Lev Manovich. 23 Introduced by Rosalind 
Krauss, the term 'post-medium' reflects the decline of the concept of 
medium-specificity. 24 It refers to the way the medium of artistic practices 
lost the central position it occupied in the Greenbergian concept of modern 
art. It also deals with the situation in which certain practices like installation 
art employ several different media, sometimes at the same time, which 
means that their specificity cannot be found on the level of the physical 
medium. 

New media scholars sometimes deal with similar or same issues 
through the postmedia argument, which makes it possible to place them into 
discussion with the art historical understanding of the situation. The term 
'postmedia' is used in this sense by Weibel and Manovich. Weibel focuses 
primarily on the technical aspect of the post-medium condition where "no 
single medium is dominant any longer; instead, all of the different media 
influence and determine each other." 25 It would seem that the production 
process of open source cultural objects provides a platform for such "mixing 
of the media," and is in itself an expression and a symptom of this condition. 
For example, a 3D model from Elephants Dream can be employed in another 
animation, but also in a digital image, a printed image, or even be printed as a 
physical sculpture. 26 

Manovich provides a longer historical continuity of challenging the 
concept of medium: first it was challenged by the development of new 
artistic languages (assemblage, happening, installation, etc.), then by the 
advent of (new) media which clashed with the normal definition of artistic 



Articulating Open Source Art and... 

Boris Cuckovic 


Frakcija #60/61 

Artistic Labour in the Age of Austerity 


151 


medium and with the usual methods for circulating and distributing art. 27 
The third blow came from the digital revolution, when the computer 
imposed its own operations on all media, such as copy and paste, morphing 
or interpolation. These operations can be applied regardless of the medium 
to photography, images, sounds and moving images - blurring the 
distinctions between photography and painting, as well as film and 
animation. 28 

Although Open Source Art demonstrates that certain "vertical" 
boundaries between the media have indeed fallen, the problem with this 
argument is that it does not fully acknowledge the social and cultural codes 
that still very much affect the reception of aesthetic objects. Digital 
animation is still received differently from hand-drawn animation, even if 
both are reproduced through the computer. Equally important for this 
discussion is that these arguments do not present any concrete methods of 
identifying the specificity of practices in this condition. Which precise 
relations of elements within the object produce the post-medium situation? 
What gives the vectors of object-recipient relations their heading? The post¬ 
medium argument is limited by the vagueness of its notions and concepts. If 
it is ever to provide a plausible framework for observing contemporary art 
practices, it will need to provide analytical tools which can pinpoint the 
manifestations of this condition within the objects themselves. 


27 Manovich, "Post-media 
Aesthetics" (2000- ), p. 2. 

28 Manovich, p. 3. 

29 Terry Eagleton, The Ideology of 
the Aesthetic, 1990. 

30 cf. Eagleton, p. 328. 

31 cf. Walter Benjamin, The Origin 
of German Tragic Drama, 1977, p. 
34, quoted in Eagleton, 1990, p. 
328. 


Towards a Post-medium Object: The Source-Executant Model of a 
Cultural Object 

I would suggest a new theoretical model of a cultural object, capable of 
grasping the specifics of the post-medium condition within an object, as the 
primary analytical tool when considering post-medium practices. Although it 
would not function as its direct methodological background, we could as a 
sort of underlying motivation for such an endeavor recall Walter Benjamin's 
dream of a form of criticism so tenaciously immanent that it would remain 
entirely immersed in its object. 29 As Terry Eagleton concisely noted, for 
Benjamin the idea is "not what lies behind the phenomenon as some 
informing essence, but the way the object is conceptually configurated in its 
diverse, extreme and contradictory elements." 30 Here the idea of an open 
source concept is understood as what Benjamin would have called a 
constellation. "Ideas are to objects as constellations are to stars," he stated 
poetically. 31 By making the category of the source analytically graspable, this 
model will be employed both to make examples of Open Source Art visible 
and to reveal the relations inherent to an object manifesting a post-medium 
condition. 

The 'source-executant' model I am proposing identifies the categories 
of the source and the executant within a cultural object. These categories are 
placed into relation through a third category - the production process. In 
computer science, the term 'source' usually refers to software's source code. 
For consideration of a cultural object, elements of a higher order can assume 
the role a source code has for its software (as was the case with Elephants 
Dream 3D objects and textures). In the model presented here, the term 
'source' signifies all structural elements necessary for that particular cultural 
object. These elements can be a part of one or both of the following two 
levels of the source, illustrated on a traditional cultural object of a marble or 
a bronze sculpture. 
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First is the material level of the source which includes every particular 
medium or material used throughout the production process. This could be a 
marble block, out of which a sculpture is made, or plaster and bronze used in 
the casting process of a bronze sculpture. Second is the level of organized 
information of the necessary structural elements and their relations within 
the cultural object. This level is perhaps where the post-medium condition 
and the computer as a universal machine exerted most of its 
transformations. A bronze sculpture can today be produced out of a 
computer file, a database of its coordinate points in a tri-axis coordinate 
system. Such a file would be a good example of the organization of 
information of this level of the source, but it should also be emphasized that 
this level was also present in historical (pre-digital) cultural objects. In fact, a 
clay model out of which a bronze cast will be made functions as a same 
concept of organized information which defines the finite cast and which is, 
therefore, present in that sculpture. 

The 'executant' signifies a mode of executing or performing the source. I 
have appropriated this term which most often stands for a person who 
performs or executes something, usually a musical piece. The word also 
captures the ",exe" files of every computer program that execute or "run" the 
source code. Every source material of a cultural object had to be executed or 
performed in some way in order for the object to be produced as such. That 
is also true for Marcel Duchamp's ready-mades, as they had to be re¬ 
contextualized in order to attain their status, thus they have their mode of 
"executing" the source. In a traditional, static cultural object this category 
would encompass an already executed or performed source, as is the case 
with the before mentioned bronze cast. Hence, as art history is more 
concerned with such executants, it was easy to dismiss certain 
transformations occurring on the level of the source of cultural objects. But 
to return to the problem of the executant, a twentieth century shift from the 
artwork to the art process has given this mode of executing or performing 
the source a temporality in which to unfold, as is the case with, for instance, 
performance or generative digital art. A few contemporary examples of 
source-executant relations could include: an electronic or printed image as 
executant of the abstract computer code as its source; a digital animation as 
executant of 3D objects, scripts, textures and sounds of its source; a running 
computer game's ,exe file as executant of the game's source files. 

The post-medium condition can be understood as an increased 
possibility of differentiation of the source and the executant within the 
cultural object. In a traditional cultural object such as a marble sculpture, it is 
impossible to fully discern on one side the executant and on the other the 
source. Even in digital cultural objects they are closely interrelated, but art 
practices such as Open Source Art point towards the possibility of accessing 
one of these categories separately, and as a consequence opening up a field 
of post-medium possibilities described by Weibel, Manovich and Quaranta. 

It is important to point out that the category of the source in this 
model is not predetermined, but is established through the production 
process by what becomes necessary for the executant. On the other hand, 
the executant is also determined through the production process by what is 
possible and allowed by the source. This model does not present the 
categories of a cultural object as hierarchically static associations, since the 
nature of their dynamic relationships is essentially dialectical. 
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This model gives us a certain theoretical field in which to proceed when 
stepping away from medium-based typologies. The post-medium condition 
renders classifications of cultural objects formed solely upon the medium of 
the executant to lose their predominance, and calls for a different principle. It 
seems that the specificity of post-medium practices has something to do 
with the way in which the categories of the source and the executant are 
interrelated. I am using the source-executant model as a suggestion for 
articulating the specificity of post-medium practices, therefore countering 
the arguments regarding the "universal" postmedia condition or the 
collapsed "vertical barriers" between practices. The kind of specificity that is 
being articulated through the source-executant model can differentiate, for 
instance, sculpture made with digital technologies from the traditional 
(physical) sculpture, and not collapse them into the same medium. Their 
source-executant relation differs decisively. In the same way, Open Source 
Art is articulated as a specific practice, which means that the Elephants 
Dream is not a manifestation of the same practice as a conventional digital 
animation, or that the Clyphiti image is different from a contemporary digital 
image or a web-site as a mass cultural form. It is their open source condition, 
manifested on the post-medium level of their structure and its social and 
cultural consequences that crucially defines them. 


Conclusion 

Articulating Open Source Art, aside from mapping out a contemporary 
cultural practice, also provides a fresh perspective on the relations and 
processes of the post-medium condition. The specificity of this practice is 
located in the particular configuration of its source-executant relation which 
is characterized by full separation and simultaneous public distribution of 
both the source and the executant of a work. This is where a structural 
possibility dwells for diminishing the post-medium object's exchange value 
and resisting its submission to the commodity form, as long as its source can 
be publicly distributed through the Internet, which requires it to be in a 
digital format. The mode of public sharing and distribution of Open Source 
Art is a part of the necessary conditions of its reception. Hence, to rephrase 
Walter Benjamin's argument regarding the photographical mechanical 
reproduction, the digital cultural object's quantitative property of mass 
reproduction, multiplication and distribution is transformed into the 
qualitative properties of a digital common. What remains is the socially 
conditioned decision to employ such an "open source" configuration of the 
object. 

Open Source Art provides a very interesting access point into its mode 
of production. Historically, such an access was usually achieved by making 
the materiality of a practice visible in the work itself as is the case in, for 
instance, Soviet cinema. Were one to include the source-executant model 
into this critical perspective, one might add it demands that the materiality 
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of a practice is visible in the executant of a work. But the executant of 
Elephants Dream, the actual digital animation, does not provide such a direct 
insight into its mode of production. However, Elephants Dream makes its 
materiality accessible by making the film's source material available to its 
public. By publicizing the source material, Elephants Dream provides insight 
into all the constitutive elements of the film ranging from the position of the 
cameras or the lighting within a particular shot to the textures and 3D 
models applied in it. In short, what we are dealing with is a visual system 
which positions the recipient of a cultural object in the gap between the 
source and the executant - a space opened up in the post-medium 
condition. 

In the condition of cultural commons that enables an accessible 
production process, Open Source Art has achieved much in reworking the 
power balance between the author and audience, but only to arrive at a 
fundamental contradiction between its declared participatory openness and 
its characteristic of a skilled mode of practice. However, even though most 
recipients do not possess the required skill level, they are still affected by the 
consequences of its open source condition. 

Open Source Art is directly related to the open source concept of the 
software world, which connects to the wider political tension between 
property rights and privatization on the one hand, and the commons and 
public sharing on the other. The historical constituents of this political 
situation materialize in open source artworks. The question of how Open 
Source Art configures the source within the cultural object is not an arbitrary 
technological issue, but is socially and historically determined. The way that 
the open source concept conceives the object of software production has 
been translated into cultural production. From the primary level of the 
object's (open) structure to the way it deals with the legal issues of licensing, 
Open Source Art highlights a possible transformation of cultural production 
with respect to a proprietary mode of production. In this intriguing role, 

Open Source Art is having an effect which is compliant with the task placed 
before contemporary cultural practices by art theorist and activist Brian 
Holmes. He emphasized that art placed against the backdrop of a particular 
state of society has the possibility "to mark out a possible or real shift with 
respect to the laws, the customs, the measures, the mores, the technical and 
organizational devices that define how we must behave and how we may 
relate to each other at a given [historical moment]." 32 Open Source Art 
achieves this task by outlining an alternative to a proprietary mode of 
production and dominant cultural conventions of the visual object's 
distribution and reception. It demonstrates how the contemporary (digital) 
cultural object can function as a shared common. 

Open Source Art points at diverse possibilities of production and 
reception within the landscape of the post-medium condition. Instead of 
emphasizing the technicalities of the code or hardware, I have tried to affirm 
a conceptual understanding of the cultural object after the digital turn 
through the source-executant model. I believe this mode of research opens a 
possible way of locating and engaging practices in a still vague area of the 
contemporary post-medium condition. 


32 Brian Holmes, Escape the 
Overcode: Activist Art in the 
Control Society. Eindhoven: Van 
Abbemuseum, 2009, pp. 13-14. 
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Biljeske o 
suxadnicima 


B oris Cuckovic (1987) magistxi- 
rao je suvremenu umjetnost i 
teoxiju na sveucilistu u Leidenu u 
Nizozemskoj nakon studija povije- 
sti umjetnosti i infoxmacijskih 
znanosti u Zagxebu. Njegova istra- 
zivanja objedinjuju teoxiju medija 
i povijest umjetnosti s posebnim 
naglaskom na nove medije i suvre- 
mene konvencije vizualnih umjetno¬ 
sti. 

S tipe Cuzkovic je objavljivao u 
casopisima Zarez, Boxec, Pex- 
spektiven i na poxtalu slobodnifi- 
lozofski.com. Aktivan u student - 
skom pokxetu i dxugim aktivistic- 
kim inicijativama. 

azio Kikas , xoden 1987. u Mo- 
staxu (SR Bosna i Hercegovina). 
2006. godine upisuje pxeddiplomski 
studij kompaxativne knjizevnosti 
na Filozofskom fakultetu u Zagxebu 
kojeg zavrsava xadom iz analize 
komemorativnih izvedbi u poslije- 
xatnoj Bosni i Hexcegovini. 2009. 
upisuje dodatnu studijsku gxupu - 
etnologiju i kultuxnu antxoplogiju 
i txenutno xadi na svojem diplom- 
skom radu. 

T omislav Medak je filozof s po¬ 
sebnim interesom za politicku 
filozofiju, medijsku teoxiju i 
estetiku. Kooxdinator je teoxij- 
skog pxogxama i izdavackih aktiv- 
nosti u Multimedijalnom institutu 
u Zagxebu. Zagovoxnik je slobodnog 
softvexa i slobodne kulture. Vodi- 
telj je hxvatskog projekta lokali- 
zacije Creative Commons licenci i 
clan upravnog odboxa medunaxodne 
oxganizacije za digitalna javna 
dobxa iCommons. Aktivist je inici- 
jative Pxavo na grad. Clan je ka- 
zalisne skupine BADco 

C ozan Pavlic je diplomixani fi¬ 
lozof, xadi kao asistent na 
Akademiji dxamske umjetnosti, na 
kolegiju Dxamatologija. Stxucne i 
znanstvene xadove objavljuje u do- 
macim i medunaxodnim casopisima. 
Clavna polja intexesa su mu: 

(post)moderne teoxije identiteta, 
semiotika tjelesnosti, fizikali- 
zam. Trenixa valbado. 


G ozan Sezgej Pxistas je pxofesor 
na Akademiji dxamske umjetnosti 
na Sveucilistu u Zagxebu od 1994. 
Od 1992. do 1994 bio je umjetnicki 
direktox kazalista SKUC. 1993. bio 
je dxamatuxg i clan umjetnickog 
vijeca Teatxa &td. Od 1994-1999. 
bio je dxamatuxg u kazalisnoj sku- 
pini Montazstroj. Napisao je neko- 
liko kxatkih scenaxija za dokumen- 
taxne filmove. Kao dxamatuxg sud- 
jelovao je u bxojnim plesnim i ka- 
zalisnim pxodukcijama. Pxogxamski 
je kooxdinator u Centxu za dxamsku 
umjetnost(CDU) od 1995. Pxedsje- 
dnik skupstine CDU-a bio je u raz- 
doblju 2000-2007. Osnivac je i 
glavni uxednik(ig96-2007.) F zakci- 
je, casopisa za izvedbene umjetno¬ 
sti (jedan od nejrespektabilnih 
izvedbenih casopisa u Euxopi. Je¬ 
dan je od inicijatora projekta Za¬ 
greb - Kultuxni Kapital Europe 
3000. Redatelj, pxoducent, dxama- 
turg i izvodac u medunaxodno pri- 
sutnom umjetnickom kolektivu BAD¬ 
co . 

A na Vujanovic (Belgrade / Berlin 
/ Paris) je nezavisna kulturna 
xadnica - teoreticaxka, predavac, 
oxganizatoxka, dramatuxskinja - u 
oblasti savremenih izvodackih 
umetnosti i kulture. Doktoxka je 
studija teatxa. Clavna je uxednica 
TkH casopisa za teoxiju izvodackih 
umetnosti i clanica uxednickog 
kolektiva teorijsko-umetnicke 
plaftorme TkH [Teorija koja Hoda] 
(www.tkh-genexatox.net); a od 
2010. delimicno boxavi u Parizu, 
gde xadi u Les laboxatories 
d'Aubexvilliers. Ucestvuje u 
realizaciji bxojnih umetnickih 
radova u oblasti teatxa, plesa i 
video arta; i organizuje ili drzi 
pxedavanja i xadionice na bxojnim 
konferencijama, festivalima i 
univexzitetima. Posebno se zalaze 
u jacanju nezavisnih scena u 
Beogxadu, bivsoj lugoslaviji i 
sire. Redovno objavljuje u 
teorijskim casopisima i knjigama. 
Autoxka je txi knjige: Razaxajuci 
oznacitelji/e pexfoxmansa , 

DOKSICID i Uvod u studije 
pexfoxmansa (sa A. lovicevic). 
http://www.anavujanovic.info/ 


B oris Postnikov xoden je 1979. u 
Splitu. Zivi u Zagxebu, gdje je 
2005. diplomixao filozofiju i kom- 
paxativnu knjizevnost na Filozof¬ 
skom fakultetu. Glavni je uxednik 
dvotjednika za drustvo i kulturu 
Zarez. Knjizevne kxitike, eseje i 
dxustvene komentaxe objavljuje u 
nizu regionalnih medija: Novosti- 
ma, Quoxumu , Knjizevnoj xepublici, 
Knjigomatu , Betonu, Pogledima, 
Txecem pxogxamu Hxvatskoga xadija, 
Booksa.hr, Kultuxpunkt.hr... 


M islav Zitko (1982) je student 
Sveucilista u Zagxebu i clan 
sindikata Akademska solidaxnost. 



Notes on 
Contributors 


B oris Cuckovic (1987) graduated 
contemporary art and theory at 
Leiden University in the Nether¬ 
lands, following his studies of 
art history and information scien¬ 
ce at the University of Zagreb. 

His research spans media theory 
and art history, taking particular 
interest in contemporary conventi¬ 
ons of visual arts and its histo¬ 
ries . 

S tipe Curkovic published in jo¬ 
urnals such as Zarez, Borec, 
Pexspektiven , and on the site slo- 
bodnifilozofski.com. Active in the 
student movement and other acti¬ 
vist initiatives. 

M ario Kikas , born 1987 in Mostar 
(SR Bosna&Herzegovina); recie- 
ved his BA in Comparative litera¬ 
ture from the University of Zagreb 
(Faculty of Humanities and Social 
Science) with final paper on 
analysis of comemorative perfor¬ 
mances in postwar Bosnia and Her¬ 
zegovina. From 2009 he is an MA 
student of comparative litrature 
and ethnology/cultural anhtopolo- 
gy, and just finishing his MA the¬ 
sis . 

T omislav Medak is a philosopher 
with interests in contemporary 
political philosophy, media theory 
and aesthetics. He is co-ordina¬ 
ting theory program and publishing 
activities of the Multimedia In- 
stitute/MAMA (Zagreb, Croatia). 
He's a free software and free cul¬ 
ture advocate, project lead for 
Croatian Creative Commons team and 
board member of international com¬ 
mons organization iCommons. He is 
a member of the Zagreb-based thea¬ 
tre company BADco. 

G oran Pavlic graduated philo¬ 
sophy, assistant professor at 
the Academy of Dramatic Art Za¬ 
greb, teaching a course on Drama 
Studies. Published a number of 
scholarly articles in Croatian and 
international journals. His main 
fields of interest include (post) 
modern theories of identity, semi¬ 
otics of the body, physicalism. 
Practices valbado. 

B oris Postnikov was born in 1979 
in Split. He lives in Zagreb, 
where he graduated philosphy and 
comparative literature at the Fa¬ 
culty of Philosophy and Social 
Sciences in 2005. He is editor in 
chief of the cultural and social 
biweekly Zarez and publishes lite¬ 
rary reviews, essays and social 
comments in various regional me¬ 
dia: Novosti, Quorum, Knjizevna 
republika, Knjigomat, Beton , Po- 
gledi, Treci pxogxam Hxvatskoga 
xadija, Booksa.hr, Kulturpunkt. 
hr. . . 


G oran Sergej Pristas is a pro¬ 
fessor at the Academy of Drama 
Art, University of Zagreb (since 
1994 )- From 1990 to 1992, he was 
artistic director of the SKUC the¬ 
atre. In 1993 a dramaturge and 
member of the artistic council of 
&TD theatre. 1994 - 1999 a drama¬ 
turge in theatre group Montaz- 
stroj. He has written a few short 
scripts for documentary films. As 
a dramaturge, he participated in 
numerous dance and theatre produc¬ 
tions . 

Program coordinator in Centre for 
Drama Art (CDU) since 1995. Presi¬ 
dent of the board of CDU from 
2000-2007. Founder and editor-in- 
chief (1996-2007) of Fxakcija, a 
magazine for the performing arts 
(one of the most highly respected 
performing magazines in Europe). 
One of the initiators of the pro¬ 
ject Zagreb - Cultural Kapital of 
Europe 3000. 

Director, producer, dramaturge and 
performer in internationally pre¬ 
sented artistic collective BADco. 

A na Vujanovic (Belgrade / Berlin 
/ Paris) is a freelance cultu¬ 
ral worker - theorist, writer, 
lecturer, organizer, dramaturge - 
in contemporary performing arts 
and culture. Ph.D. in Theatre Stu¬ 
dies. Editor-in-chief of TkH jour¬ 
nal fox performing arts theory, 
and a member of editorial collec¬ 
tive of TkH [Walking Theory] theo¬ 
retical-artistic platform, Belgra¬ 
de (www.tkh-generator.net); from 
2010 partly in residence in Paris, 
working at Les laboratories 
d'Aubervilliers. Engages in many 
artworks: performance, theatre, 
dance, video; and organizes and/or 
gives lectures and workshops at 
numerous conferences, festivals, 
and university programs. Her par¬ 
ticular commitment is empowering 
the independent scenes in Belgra¬ 
de, ex-Yugoslavia, and also in Eu¬ 
rope. Publishes regularly in jour¬ 
nals and anthologies. Author of 
the books: Destroying Performance 
Signifiexs, DOXICID, and An Intro¬ 
duction to Performance Studies 
(with A. lovicevic). 
http://www.anavujanovic.info/ 

M islav Zitko (1982) studies at 
the University of Zagreb and 
member of Academic Solidarity Uni¬ 
on . 
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Frakcija #60/61 

Umjetnicki rad u doba stednje 



Centar za dramsku umjetnost u suradnji sa Zagrebackim kazalistem mladih i Galerijom 
Nova / u okviru programa Balcan Can Contemporary / uz potporu programa IPA 2009 - 
Civil Society Facility 


Izgubljene hijerarhije 
& mala nocna citanja 

C entar za dramsku umjetnost Projekt Malih nocnih citanja do sada 

predstavlja treci u seriji od tri je realiziran dvaput, 2008. i 2009. godine. 

projekta u okviru suradnicke U dvije sezone predstavljeni su tekstovi 

platforme Balcan Can Contemporary, uz deset autora medu kojima su mnogi, kao 
potporu IPA 2009 - Civil Society Facility. pisci i/ili dramaturzi, vec stekli afirmaciju 
Projekt Dramaturskog studija se odrzava u polju izvedbenih umjetnosti u Hrvatskoj. 
od 22. travnja do i. svibnja 2012. i sastoji od Uspjesna suradnja autora s kazalisnim 
dva dijela pod nazivom izgubljene redateljima i studentima glume Akademije 

hijerarhije & mala nocna citanja. Program dramske umjetnosti bila je poticaj Centru 
je osmisljen kao intenzivna radionica za za dramsku umjetnost za nastavak 
dramaticare, dramaturge i izvodace te projekta. 

javna prezentacija tekstova mladih 

dramskih autora. 22. 04. - on. 05. 2012., Zagreb 

Opisani program je nastao kao ► dramaturski studio 

odgovor na nedostatak inkluzivnih oblika desetodnevna intenzivna radionica za 

suradnje dramskih autora mlade generacije dramaticare, dramaturge i izvodace 

i drugih kazalisnih profesija iz razlicitih 

polja izvedbenih umjetnosti. Zamisljen je 23. - 25. 04. 2012., Galerija Nova 

kao alternativna edukativna platforma ► izgubljene hijerarhije 

koja ce kreirati prostor za njihovu serija predavanja i okruglih stolova na 

medusobnu suradnju i razmjenu znanja te temu mladog dramskog pisma u 

osnaziti perspektive za produciranje i Hrvatskoj i regiji 

distribuciju tekstova mladih dramskih 

autora kojima se u okviru postojecih 26. - 30. 04. 2012. 

insitucija za takvo nesto rijetko otvara ► mala nocna citanja 

prilika. javna citanja tekstova mladih 

dramskih autora 
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Lost hierarchies 
& Little Nights Readings 


T he Centre for Drama Art (CDU) 
presents the third in a series of 
three projects in the context of its 
collaboration in the BCC platform, 
supported by IPA 2009 - Civil Society 
Facility. Lost hierarchies & Little Nights 
Readings are two unique parts of the 
project Dramaturgical Studio, presented 
from April 22nd to May ist, 2012. During 
this period CDU will organize and equip 
intensive workshops programmes for 
young and unestablished playwrights, 
dramaturgs and performers and will hold 
as a result of the workshops several nights 
of public drama readings. 

The 2012 edition of Dramaturgical 
Studio and Little Night Reading is created 
as an answer to the lack of an inclusive 
form of cooperation between the younger 
generations of playwrights and other 
theatrical professions that work in 
different fields of performing arts. The 
innovative project is designed as an 
alternative educational platform with the 
goal of exchanging ideas and knowledge 
and establishing new collaborations, thus 
strengthening production and distribution 
perspectives of new and recent plays 
which nowadays find very little support in 


the environment of Croatian theatre 
institutions. 

The project of Little Night Readings 
has been presented in 2008 and 2009. In 
these two seasons the CDU presented ten 
authors who have become, as writers and/ 
or dramaturgs, more active and better 
known to Croatian audiences. Also, the 
fruitful collaboration with the younger 
generation of theatre directors and with 
the student actors from the Academy of 
Drama Arts in Zagreb has been a great 
stimulation for the Center for Drama Art 
to continue developing the project. 

22. 04. - oi. 05. 2012., Zagreb 

► DRAMATURGICAL STUDIO 

ten-day workshop for playwrights, 
dramaturges and performers 

23. - 25. 04. 2012., Galerija Nova 

► LOST HIERARCHIES 

series of lectures and round tables 
on the subject of drama writing in 
Croatia and the region 

26. - 30. 04. 2012. 

► LITTLE NIGHT READINGS 

public presentations of plays by 
young authors 


dramaturskistudio.blog.hr 

dramaturski.studio@gmail.com 
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